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Abstract 
The purpose of this study was to explore how master jazz pedagogues and artist-
level jazz musicians used pedagogical content knowledge to sequence their instructional 
methods when teaching jazz improvisation. Pedagogical content knowledge served as the 
theoretical framework for this study. To gain insights into how they used their knowledge 
when teaching jazz improvisation, I first sought to explore how they learned to 
improvise. For this study, an overarching research question “How did the	participants 
learn to improvise in jazz?” aided me with contextualizing how they learned content and 
pedagogy when they began to improvise. Then, the following questions guided my 
investigation into how these participants used their pedagogical and content knowledge 
when they taught jazz improvisation: (1) How, if at all, did the participants’ curriculum 
knowledge influence their approaches to teaching jazz improvisation? (2) How, if at all, 
did the participants’ pedagogical knowledge influence their approaches to teaching jazz 
improvisation? (3) How, if at all, did the participants’ content knowledge influence their 
approaches to teaching jazz improvisation?  
In this study both the artist-level musicians and master jazz pedagogues all 
subscribed to an organic mode of teaching jazz improvisation, and not a one size fits all 
approach that many published jazz materials espouse. Most of these participants did not 
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utilize an established curriculum for teaching, but rather relied on the knowledge of their 
students and their own content knowledge of what they know and how they learned for 
the best practices of teaching. Based on the pedagogical content knowledge they provided 
in this study, I devised a model for teaching jazz improvisation to undergraduate students. 
I organized this model by developing an eight-semester, or four-year sequence, of 
pedagogy and content for instruction. For each academic year, I present a description of 
what I learned from the participants, and how this pedagogical content knowledge can be 
used with students to learn how to improvise in jazz. I then present a two-semester 
outline (one academic year) that demonstrates how the pedagogical principles and 
content knowledge shared by the participants in this study can be sequenced.  
Each of the participants in this study taught their students based on their own 
content knowledge and the knowledge of their students. In order to teach jazz and jazz 
improvisation, preservice teachers need more than just a casual experience with jazz 
pedagogy, and should look to increase their own content knowledge in the area of jazz 
through both formal and informal educational opportunities. Furthermore, the scope of 
this study was limited to world renowned jazz musicians and educators who taught at the 
university level and only considered the perspectives of jazz educators. Additional studies 
could focus on active school music teachers who identify as jazz educators or could 
involve researchers studying the perspectives of the students regarding how they learn 
pedagogy and content and how they use/retain this knowledge with improvisation.	
Keywords: jazz, jazz pedagogy, jazz improvisation, pedagogical content 
knowledge, jazz education 
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1 
Prologue: What CT Told Me  
(It’s All the Doodle System)	
 
I knew his health had been failing, but I did not fully comprehend how 
increasingly short his time was until I received an email. A friend sent me a message 
asking if I had seen what Wynton Marsalis had done for Clark Terry, or CT as he was 
known by the jazz community. The message contained a link to a video, which I 
immediately clicked on. The scene was touching—a frail elderly man being wheeled 
down a medical facility hallway while a big band played, “Happy Birthday.” This was 
not any ordinary big band comprised of local musicians who played casuals;1 it was the 
Jazz at Lincoln Center Orchestra, under the direction of Wynton Marsalis. The band had 
been scheduled to perform in Northwest Arkansas and had made a stop in the small 
southern-Arkansas town of Pine Bluff to pay a visit to one of jazz music’s most beloved 
treasures and a legendary trumpeter on his ninety-fourth birthday.  
As the video continued, I watched the joy and tears on Clark’s face, but it was not 
the face that I had seen on records and had encountered twice in the past. This was the 
face of a man worn down by life and a long treacherous battle with illness. I knew in that 
moment that if I wanted see Clark again, I needed to make arrangements to see him, 
because his life seemed to be coming to a close.  
A colleague, Dr. Tyrone Block, whom I had taught with previously and had 
played many gigs with over the years, had a connection for getting in touch with Clark, 
																																																						
1	Casuals could be defined as gigs that are not constant or systematic with no expectation 
of continued work.  
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Dr. John Graham at the University of Arkansas Pine Bluff. I sent Tyrone a link to the 
video I had received and told him I thought we should try to go see Clark very soon. 
Tyrone contacted John, who reached out to Clark’s wife, Gwen Terry, who gave us a date 
when we could travel to Pine Bluff for a visit.  
When the day of our scheduled visit arrived, Tyrone and I each made the six-hour 
drive to Pine Bluff, Arkansas, from Missouri. Once we arrived in Pine Bluff, just after 
lunch, we met with John at his office on the university campus. John informed us that 
Clark had been taken to the hospital a few days prior to our visit, his stay had been 
prolonged, and there was no guarantee that we would get an opportunity to visit him. 
John indicated that he was waiting for a call from Gwen to let us know if Clark would be 
going home. We had been optimistic the wait would only be a matter of a few hours, but 
as the day went on and hours passed, the hope of visiting with one of America’s national 
treasures was starting to slip away.  
The time was now around 5:30 p.m. and still no word from Gwen, so John invited 
us to a local restaurant for dinner. As we concluded our meal, we still had not received a 
call informing us whether or not Clark would be going home that evening. As we left the 
restaurant and made our way to the parking lot, John told Tyrone and me he would call 
Gwen for an update. We got in our vehicle and began to follow him back to the 
university. As we followed John, Tyrone and I were discussing our disappointment in not 
getting to meet with Clark, when suddenly we noticed we were not heading back to 
campus, but into a delightful, well-established residential neighborhood.  
As John pulled into a driveway shaded by large trees in front of a quaint brick 
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home, I noticed a trumpet on the mail box at the entrance to the driveway and 
immediately knew where we were. We were at the home of the great Clark Terry, and we 
had arrived at the moment we had been waiting for. Dusk had begun to fall as we 
approached the side entrance off the car port of Clark’s home, snuggled in the corner of a 
small southern American town.  
A voice called out, “Who is it?”  
“Gwen, it’s John Graham.” The door was unlocked and opened, and Gwen Terry 
greeted us with a warm smile. 
Gwen showed us into the kitchen where she offered us a place at the table. She 
said that Clark had had a long day and needed to settle in a bit before receiving company. 
We offered to leave if our being there would cause him any inconvenience, to which she 
replied that if Clark found out we had been there but not stayed to see him, we would all 
be in trouble. We stayed. While we waited, Gwen served us fried chicken and told stories 
about Clark and herself from years gone by and about the people who had traveled in 
recent months to see him: Quincy Jones, Snoop Dog, and Bill Cosby.  
When it was time for us to make our way back to Clark’s room, we walked down 
a dimly lit hallway past the living room, where a Grammy Award was displayed on the 
fireplace mantle. In the hall was a bust of Clark playing the trumpet, while wearing a 
graduation cap, and a letter from Randy Brecker that read, “Happy Birthday!!! May I be 
one of the many 1000’s to send much love down your way! We love you, CT, and you, 
too, Gwen. You are an angel sent to earth to show us the true meaning of love. Randy, 
Ada, Stella and Amanda Brecker.”  
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Framed awards and newspaper and magazine articles lined the hallway. There 
were also framed copies of what seemed to be all of Clark’s solo recordings. At the end 
of the hallway was a bedroom that was well lit, with the door partially closed. As we 
made our way into Clark’s bedroom, we saw a hospital bed in a room that had been 
furnished to facilitate caring for him, but the room clearly was Clark’s. On an iPod dock, 
a small iPod was playing a recording of Clifford Brown, and in the bed lay a man who 
had known him.  
Tyrone and I stayed back from the bed as Gwen approached Clark. She leaned 
close to the head of the bed and said in a sweet, gentle voice, “Clark, baby, you’ve got 
some people here to see you.” She then introduced Tyrone and me. Clark knew John 
well, of course, but Tyrone and I surely seemed like strangers in his room. I made my 
way to Clark’s bedside and started to explain to him who I was and where and how we 
had meet before. I could tell that Clark was either struggling to hear me or that his 
memory was failing. 
After an hour or so of talking with Clark and getting reacquainted, the 
conversation turned toward specific music questions Tyrone and I had for Clark. One 
question I had been wanting Clark to clarify stemmed from a clinic by trumpeter Terell 
Stafford that I had attended. Terell had said that Clark had given him a method for 
teaching young students the swung eighth note feel. Clark asked me, “What did I tell 
him?” I replied that he had told Terell to have young students use the word “doodle” for 
the eighth note feel and “doodle la” for the eighth note triplet feel.  
“That’s all the Doodle system,” Clark said. I asked him if he would not mind 
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going into more detail as to what he meant by the Doodle system.2 Gwen turned and 
looked at me. 
 “You know you’re going to be here awhile now, right? I’m going in here.” With 
that, she cheerfully left the room, knowing that Clark was now in his beloved element—
with students—and she went back to the kitchen.  
And so the lesson began. Clark said, “Say your vowels,” which I did. He 
continued, “Say, oodle,” to which I once again repeated him. “Now,” he instructed, 
“combine each vowel with the word oodle: addle, edle, idle, odle, udle.”3 This time when 
I repeated Clark, saying “a-dle, e-dle, i-dle, o-dle, u-dle,” he quickly stopped me. “No, 
no, no. It’s not, “a-dle, e-dle, i-dle, o-dle, u-dle,” as he emphasized both syllables (the 
vowel name and the dle). “It’s adle, edle, idle, odle, udle.” So, I began again. “Not, a-dle, 
e-dle, i-dle, o-dle, u-dle,” Clark said, this time emphasizing the “D” sound in “dle.” He 
repeated, “addle, edle, idle, odle, udle.”  
After several more tries with Clark patiently continuing to demonstrate, I realized 
he was trying to get me to stop emphasizing the second syllable and make it all one word. 
John Graham, who was still in the room, asked Clark, “Didn’t you tell me to try to 
pronounce these syllables with less of an opening in my mouth, to put my hand under my 
chin, and try not to move my jaw?”  
“Yeah, man, try that.” Success. I repeated the exercises to the approval of the 
																																																						
2	The Doodle system as explained to me by Clark is outlined in more detail in Appendix 
B. 
3	“uddle”, unlike the other words, is pronounce “oodle” rather than beginning with the 
vowel name U, like the other words in the system. 
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master. “That’s it, that’s it, baby!” We continued to do various exercises on the Doodle 
system for an hour or so. They grew in complexity as Clark modeled them, and my 
efforts often concluded with his contagious laughter as he said, “You gonna have to work 
on that.”  
After his lesson on the Doodle system, Clark asked me to play for him. “You got 
your horn?” Knowing that Clark had just returned home from the hospital and had to be 
exhausted, I did not want to overstay my welcome.  
“I do, Clark,” I said, “but it doesn’t have to be a day like today.”  
Clark looked at me curiously. “Well, man, if you got your horn you might as well 
play it.” Over the next hour or so, Clark gave me another invaluable lesson, mostly 
consisting of his explaining and then singing what he wanted me to play back to him. 
Each point of emphasis, much like the Doodle system exercises, grew in complexity until 
I could no longer keep up, and they ended once again with Clark laughing and saying, 
“Yeah, you gonna have to work on that.”  
It finally came time to leave, as I had teaching responsibilities in Missouri the 
next morning. I explained to Clark that I needed to get on the road because I had a six-
hour drive and had to teach in the morning. Clark immediately said, “Stay! We can 
practice some more, and you can sleep on the couch, and we can do it again in the 
morning.”  
            At this point, Gwen had returned; she looked at me and said, “I told you.” She 
explained to Clark again that I had teaching responsibilities and a long drive and really 
must be going.  
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           “When are you coming back?” Clark asked. I was shocked at the invitation. I 
didn’t know what to say.  
           “How about Spring Break? I’ll come back in March on Spring Break and spend a 
few days with you.” 
           “Don’t call, just come.”  
           “Okay, I’ll see you in March.”  
            He said again, “Don’t call, just come.”  
In what turned out to be the final moments I would spend with Clark, I expressed 
my gratitude to the source of so much of what I know about jazz. You see, my high 
school band director was the first person to truly and intentionally introduce me to jazz. 
One of the first recordings he ever played for me was Oscar Peterson’s album, The Oscar 
Peterson Trio Plus One,” which features Clark. I will never forget the magic of first 
hearing him improvise on a blues or do the mumbles. My mentor, while I was an 
undergraduate student, had worked closely with Clark on his big band, and had helped 
found The Clark Terry International Institute of Jazz Studies at Westmar University. It 
was my mentor who had connected me with Clark for the first time. And now, here I 
stood at the bed of this jazz giant with an opportunity to say thank you. 
“Clark,” I said, “thank you for everything, man,” as tears began to roll down his 
cheeks. “It’s because of you I’ve fallen in love with this music and have had many of the 
opportunities that I’ve had. I’ll never be able to thank you enough.”  
Through tears Clark said, “Thank you, man. Thank God for you.” I told him again 
that I’d see him in March, and with that, I kissed him on his forehead and walked out of 
	
	
	
8 
the room.   
After saying our goodbyes to Gwen, we made our way to the driveway. Tyrone 
and I said goodbye to John and then began to talk about this unbelievable moment we had 
just experienced. I told Tyrone, “Let’s just take a minute and take it all in. We are 
standing in the driveway of one of the last original jazz musicians who was there and 
contributed to this music as it was being created.” We stood there for several minutes. 
Then we said farewell and headed to our respective homes.  
That was January 7, 2015, and Clark passed away a little more than a month later. 
I never got to make it back to see him and sleep on the couch, but I am grateful for the 
opportunity to have brushed shoulders with the great Clark Terry. 
It was after a great deal of time reflecting on this encounter with Clark that I 
realized he never used a book, and he never referenced a recording while he was teaching 
me. It was always aural learning. He always sang something and then had me sing or play 
it back to him. He would correct me if necessary, but he never wrote anything down nor 
asked me to write something down. There was absolutely no visual learning. This made 
me wonder about how we are teaching jazz and jazz improvisation in higher education. 
Additionally, I began to wonder about all the written resources that are available. Though 
they are good, and sometimes necessary, is how we are teaching jazz, particularly jazz 
improvisation, consistent with the learning in the historic jazz culture? Artists such as 
Clark Terry, Charlie Parker, John Coltrane, and Miles Davis did not learn visually; they 
learned aurally, by rote, through a practicing community that created music innovations 
that define the essences of the truly American art form of jazz.  
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Chapter 1: Framing the Study 
My interaction with Clark Terry emphasized to me that the masters learned jazz 
differently from how most students learn it today. My appointment as director of jazz 
studies at Evangel University in Springfield, Missouri in 2012 called for me to teach jazz 
improvisation on a more consistent basis to a larger number of students. As my work with 
individual students progressed, I found that most of my improvisation students struggle 
primarily with the concepts that are not as easily objectified. Most of my students 
demonstrate the ability to learn technical material, such as chords, scales, arpeggios, and 
licks; however, this knowledge does not usually result in the assimilation of the jazz 
language. Students who have a proficiency with the aforementioned technical material 
most often lack proper phrasing, articulation, accents, and the ability to improvise 
melodies consistent with the jazz style in real time.  
As I reviewed the literature on jazz education and teaching improvisation, I 
discovered that my experiences with teaching improvisation were not atypical. Most early 
jazz musicians learned to improvise informally by listening to one another and 
transcribing recordings (e.g., Goodrich, 2008) and by participating in peer mentoring 
with little to no access to books or printed resources (Berliner, 1994; Gatien, 2009; 
Goodrich, 2007). As jazz pedagogy evolved, many jazz educators formalized their 
instruction, placing a premium on theoretical understanding of that which can be 
translated into print materials and recorded play–alongs (Gatien, 2009). Most of these 
resources are method books, centered on harmonic negotiation. These include technical 
studies grounded in musical concepts that are easily objectified, such as chord–scale 
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relationships and rudimentary patterns (Prouty, 2005; Witmer & Robbins, 1988). 
Although technical study of chord–scale relationships and patterns is essential, when jazz 
pedagogues and instructional resources overemphasize the study of jazz improvisation 
through visual learning rather than a more traditional aural approach, they imply that jazz 
improvisation is essentially a piecing together of clichés and preexisting ideas (Witmer & 
Robbins, 1988).  
Researchers argue that with the printed resources available to music educators and 
students, jazz ensembles are now directed in a manner similar to concert bands (e.g., 
Goodrich, 2005; Kelly, 2013; Leavell, 1996) with little-to-no emphasis on improvisation. 
Moreover, university level preservice music teacher preparation programs often do not 
include any courses designed to prepare future music teachers with learning how to 
improvise nor with how to teach jazz ensembles (e.g., Goodrich, 2005; Kelly, 2013; 
Parsons, 2017; West, 2015). 
It is significant, however, that master jazz pedagogues and artist-level jazz 
musicians use different types of knowledge, resources, and skill sets to teach jazz 
improvisation. Consequently, a study of how master jazz pedagogues and artist-level 
musicians teach the melodic vocabulary of jazz improvisation could provide insights for 
music educators with how to more effectively teach improvisation pedagogy to their 
students. In the next section I present the rationale for the study that begins with the 
practical justification for conducting this study followed by the theoretical justification. 
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Practical Justification for the Study 
 The utilization of jazz improvisation pedagogy at all levels of jazz education is 
vital to the cultivation of the jazz tradition (Berliner, 1994; Prouty, 2005; Witmer & 
Robbins, 1988). In adjudicating educational jazz festivals and performing clinics at high 
schools across the nation, I encountered many secondary educators struggling to find the 
best practices for teaching jazz improvisation to their students. Many educators cite that 
lack of experience, understanding, and training leaves them frustrated and void of the 
confidence necessary to teach jazz improvisation to their students (Parsons, 2017). This 
lack of experience and confidence has led to its exclusion in many programs (Ward-
Steinman, 2007; Whitmire, 2013). Because a lack of confidence in teaching can 
adversely affect student learning outcomes, it is vital to jazz education that educators 
possess a firm understanding of the most effective approaches to teaching jazz 
improvisation. This understanding would lead to increased educator confidence in 
teaching and students’ achievement in improvisation (Parsons, 2017; Ward-Steinman, 
2007; Whitmire, 2013).    
In order to determine their own best practices in teaching, it would benefit jazz 
educators to know how master jazz pedagogues and artist-level jazz musicians teach the 
harmonic and melodic vocabulary of jazz improvisation. Pedagogical approaches in jazz 
improvisation have been the subject of researchers and music educators, producing many 
studies, including examinations of improvisation pedagogy in elementary-level (Azzara, 
1993; Snyder, 2003; Ward-Steinman, 2007), junior high-level (Ward-Steinman, 2007; 
Wehr-Flowers, 2006; West, 2011), and high school-level (Ciorba, 2009; Goodrich, 2008; 
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Wehr-Flowers, 2006) and higher (May, 2003; Smith, 2009; Snell & Azzara, 2015; 
Watson, 2010) education settings. Additionally, many resources dedicated to the 
pedagogy of jazz improvisation are method books and play–alongs centered on 
theoretical understanding and harmonic negotiation (Prouty, 2005; Witmer & Robbins, 
1988). These resources are mostly technical studies grounded in musical concepts that are 
easily objectified (Prouty, 2005; Witmer & Robbins, 1988). Through the lens of 
pedagogical content knowledge, a repertoire of approaches and methods for teaching jazz 
improvisation and an understanding of how to sequence content learning of the jazz 
improvisation vocabulary into a comprehensible course of study could be gained. 
Theoretical Justification for the Study 
Educational psychologist Lee Shulman proposed a theory of pedagogical content 
knowledge to utilize in general education that is of interest regarding research into how 
professional educators teach (Shulman, 1986). The application of Shulman’s theory 
yielded a theoretical framework of pedagogical content knowledge (PCK).  Pedagogical 
content knowledge reveals how accomplished educators merge knowledge of educational 
context, knowledge of educational ends, content knowledge, curricular knowledge, 
general pedagogical knowledge, and knowledge of learners  and skill sets in order to best 
organized and illustrate content knowledge about a specific subject for instruction. 
According to Shulman (1986), “pedagogical content knowledge is the category most 
likely to distinguish the understanding of the content specialist from that of the 
pedagogue” (p. 8).   
The work of Shulman was expanded from general education to the music 
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education classroom in part by the research of Millican (2008). The application of PCK 
requires that music educators possess pedagogical and content knowledge as well as 
musical performance proficiency in order to teach musical concepts most effectively 
(Millican, 2008). Millican found that instrumental music educators who participated in 
the study agreed that they most often used their content knowledge of conducting and 
performance proficiency on their primary instruments in their daily teaching. The results 
of the study indicated that participants valued pedagogical content knowledge, content 
knowledge, and general pedagogical knowledge the highest when organizing and 
classifying their knowledge and skills for the classroom, confirming the applicability of 
Shulman’s framework to music education (Millican, 2008). 
Few researchers have investigated the application of PCK in the field of music 
education (Ballantyne & Packer, 2004; Conway, 1997; Millican, 2008). Additionally, 
when applying PCK to research studies in music education, the researchers primarily 
focused on professional educators in secondary school instrumental programs (Conway, 
1997; Millican, 2008). By applying PCK to music education, a distinct separation could 
be made between professional musicians and professional educators. At the time of this 
study, PCK has not expanded to the area of jazz pedagogy. By expanding PCK into the 
field of jazz education, researchers could more effectively investigate the process of 
teaching learners to imitate and assimilate the language of jazz improvisation. These 
types of studies could present PCK scholars with new insights into the approach of jazz 
educators in teaching jazz improvisation in the classroom. The findings from this current 
study could contribute to this process by applying PCK to an investigation of how artist-
	
	
	
14 
level musicians and master jazz pedagogues teach the melodic vocabulary of jazz 
improvisation to their students.  
Theoretical Framework for This Study 
 Shulman’s (1986) theoretical framework is one of the most influential 
frameworks related to teaching that includes pedagogical and content knowledge of the 
late-20th century (Millican, 2007). The author’s knowledge-based framework has been 
incorporated into general teacher education programs and music education, but it has 
never been used to examine jazz pedagogy. In this study, I use Shulman’s framework as a 
lens to examine how the vocabulary of jazz improvisation is taught.  
Pedagogical Content Knowledge 
Shulman (1986) observed that during the 1980s, most states began to reevaluate 
what skills teachers must master in order to be licensed. Numerous states instituted 
mandatory assessments of competences in reading, writing, spelling, and mathematics. In 
many states, passing these exams was a prerequisite for entry into education programs. In 
other states, different exams evaluated teacher effectiveness in the areas of organization, 
management, cultural awareness, and educational policy. Shulman (1986) perceived that 
content knowledge was a missing component in the evaluation of instructors and the 
pedagogical knowledge base. Shulman grouped teachers’ knowledge base into seven 
domains: (1) content knowledge, (2) general pedagogical knowledge, (3) curriculum 
knowledge, (4) pedagogical content knowledge, (5) knowledge of learners, (6) 
knowledge of educational context, and (7) knowledge of educational ends. I present these 
categories to situate the reader with the components of this framework used in this study 
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(Shulman, 1987). Each of these categories is defined below.  
 Knowledge of educational context. Knowledge of educational context is defined 
by Shulman (1987) as ranging in knowledge of “the workings of the group or classroom, 
the governance and financing of school districts, to the character of communities and 
cultures” (p. 8). This category includes an understanding of colleagues, school staff, 
parents, and national standards and practices. Millican (2007) asserted that pedagogical 
techniques are unique to each academic situation and are not generalizable to other 
educational scenarios. 
 Knowledge of educational ends. This category includes the knowledge of 
learning outcomes and objectives, educational philosophies and benefits, and historical 
perspective (Shulman, 1987). Stated differently, this domain would encompass a 
teacher’s purpose and goals and how each fit within a historical perspective of formal and 
informal education. The instructors’ use of conceptual context of knowledge of 
educational ends may be used to inform the other domains. 
Content knowledge. Content knowledge is “the amount and organization of 
knowledge per se in the mind of the teacher” (Shulman, 1986, p. 9). This category 
includes a knowledge of educational resources available for teaching (Shulman, 1986). 
Millican (2007) described content knowledge as elements related to factual knowledge 
within an educator’s content area. Grieser (2014) added that content knowledge is not 
simply the factual knowledge about a particular subject; it is also how this information is 
organized and sequenced.  
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 General pedagogical knowledge. General pedagogical knowledge was defined 
by Schulman as, “a special reference to those broad principles and strategies of classroom 
management and organization that transcend subject matter” (1986, p. 9). This domain of 
knowledge is both generic and content-specific (Shulman, 1987). As posited by Grieser 
(2014), this includes the establishments of classroom routines, presentation skills, and 
effective communication. 
 Curriculum knowledge. “Curriculum knowledge, serves as ‘tools of the trade’ 
for teachers” (Shulman, 1986, p. 9). Knowledge of curriculum, according to Shulman, is 
“the full range of programs designed for teaching of particular subjects and topics at a 
given level” (Shulman, 1986, p. 10). These characteristics include instructional materials 
and rationales for the use of a particular curriculum in a specific situation (Shulman, 
1986). 
 Knowledge of learners. Shulman (1987) describes knowledge of learners as the 
knowledge of the characteristics of the individual and group of learners. Millican (2007) 
posited that an awareness of the sociological, physiological, and physical attributes of 
learners affects students and the strategies for classroom practices. Furthermore, 
knowledge of learners gives substantial consideration to the level and entry-point of 
learners before a sequencing of a curriculum can occur (Millican, 2007; Shulman, 1987). 
Pedagogical content knowledge. Pedagogical content knowledge is a second 
type of content knowledge of the subject matter for teaching (Shulman, 1986). 
Pedagogical content knowledge (PCK) is a blend of a teacher’s unique pedagogy and 
professional understanding. Another attribute of PCK is a keen awareness of the level of 
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difficulty in the mastering of a particular topic or area of study. (Shulman, 1986). 
Shulman (1986) stated: 
Within the category of pedagogical content knowledge I include, for the most 
regularly taught topics in one’s subject area, the most useful forms of 
representation of those ideas, the most powerful analogies, illustrations, examples, 
explanations, and demonstrations–in a word, the ways of representing and 
formulating the subject that make it comprehensible to others. Since there are no 
single most powerful forms of representation, the teacher must have at hand a 
veritable armamentarium of alternative forms of representation, some of which 
derive from research whereas other originate in the wisdom of practice. (p. 9)  
 
Pedagogical content knowledge is where all other categories of knowledge interact, a 
point of convergence of all other categories of knowledge put forth by Shulman. This 
interrelationship among domains of knowledge is illustrated in Figure 1, which is an 
adaptation for the Venn-diagram employed by Millican (2007, p. 26).  
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Figure 1. A Graphic Representation of the Organization of Shulman’s Knowledge-Based 
Framework 
 
 
Figure 1. Visual illustration of Shulman’s (1986, 1987) knowledge-based framework. 
Adapted from “Secondary Instrumental Music Teachers’ Evaluation of Essential 
Knowledge and Skills for Successful Teaching” by J.S. Millican, 2007, Doctoral 
Dissertation (UMI No.3271246), p. 26. 
 
	 Various research studies utilized Shulman’s theoretical framework in the area of 
music education (Ballantyne & Packer, 2004; Conway, 1997; Grieser, 2014; Millican, 
2007; Nierman, Zeichner, & Hobbel, 2002). Nierman, Zeichner, and Hobbel (2002) 
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discussed methods of general teacher education programs and their connection to the 
content-area of music education at institutions of higher learning across the United States. 
The authors categorized preservice teacher training into three separate modes: general 
education (a general body of knowledge in reading, writing, spelling, and mathematics), 
content training (preparation in a specific subject matter), and pedagogical instruction (an 
understanding of learning theories and their application). They gave the greatest emphasis 
in music education programs to content training involving applied lessons, ensemble 
participation, theory, and musicology (Nierman, Zeichner & Hobbel, 2002). However, 
pedagogical teaching seemed to be segregated to teacher education programs, creating a 
silo effect that is impacting careers in music education (Davis, Mahatmya, Garner, & 
Jones, 2015; Nierman, Zeichner & Hobbel, 2002).  
 Many music programs organize methods courses by level (elementary or 
secondary) and area (instrumental music or choral) (Conway, 1997). To better understand 
how individual types of knowledge are taught in methods courses, it could be beneficial 
to examine how instructors employ the various elements of music teacher knowledge in 
their instructional methods. According to Nierman, Zeichner, and Hobbel, (2002) 
methods courses could be the clearest juncture for interdisciplinary instruction and 
experiences.  
Pedagogical content knowledge rests at the center of general pedagogical 
knowledge and content knowledge and is an attribute possessed by most master teachers 
(Conway, 1997; Millican, 2007; Shulman, 1987). Nierman, Zeichner, and Hobbel (2002) 
offered that PCK is the “teacher’s ability to see the whole learning environment and 
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devise teaching strategies that are meaningful to students, promote learning, and 
represent excellent teaching” (p. 827). Nierman, Zeichner, and Hobbel conclude that 
there has been an overemphasis on the development of musical content knowledge and 
too little emphasis on pedagogical knowledge and practice.  
Researchers in music education investigated the use of PCK in music settings 
(e.g., Conway, 1997; Greiser, 2014; Millican, 2007). Millican (2007) studied what high 
school music teachers think about the value of understanding current research and how 
that affects professional growth. An exemplary collection of research was assembled and 
organized upon a modified version of Shulman’s philosophical system of education. The 
areas of the system include seven general areas: content knowledge, general pedagogical 
knowledge, curriculum knowledge, knowledge of learners and their characteristics, 
pedagogical content knowledge, knowledge of educational contexts, and administrative 
knowledge. Millican gathered initial data for the study from a group of teachers in Texas; 
certain areas of the questionnaire were modified based on the desirability of the results, 
and then the questionnaire was reissued to teachers throughout the United States. 
Notably, respondents remained anonymous in the countrywide iteration. The numerous 
respondents chose pedagogical content knowledge, content knowledge, and general 
pedagogical knowledge as the most important indicators of success, with the remaining 
four areas having a roughly equal ranking. 
Conway (1997) collected data related to winds, brass, and percussion music 
education to be used as a resource for teaching music using the case method. In collecting 
the data, Conway worked with four teachers at each level of public education: 
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elementary, middle school, and high school. Conway observed lessons and large and 
small ensemble rehearsals and conducted interviews with the four teachers at each level, 
documenting the daily interactions, decision-making skills, and use of pedagogical 
content knowledge. Conway analyzed, coded, and organized the data according to themes 
and media.  
The author presented 16 cases in the study that covered 11 important issues for 
music educators, including scheduling, classroom management, curriculum, motivation, 
assessment, program organization, musicianship, choosing literature, relationship with 
students, and rehearsal techniques. After completion, the study was reviewed by a variety 
of practitioners and revised in response to their recommendations. At the conclusion of 
each case, the author included a set of questions designed to encourage readers to develop 
their students’ critical thinking skills. Conway recommended that the results of the study 
be used in collegiate-level instruction of preservice music educators. 
Grieser (2014) investigated the difference in specialist and non-specialist 
approaches to teaching three different string instrument techniques: vibrato, shifting, and 
spiccato bowing. Variables included each teacher’s content knowledge, pedagogical 
knowledge, and instructional strategies. The author derived the information used in the 
study by observing rehearsals and conducting interviews with the teachers. He analyzed, 
coded, and then organized the data by theme. The coding software he used was WEFT 
QDA, version 1.01. The author’s research suggested that non-specialists had rudimentary 
understanding of the three chosen techniques and that those deficiencies affected how 
they taught and had a detrimental effect on the quality of their instruction. These findings 
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underscore the importance of dealing with these specific technical areas in specialist 
training.  
 Pedagogical content knowledge rests at the center of general pedagogical 
knowledge and content knowledge and is important for effective teaching (Shulman, 
1987). In this study, I provide an examination of master jazz pedagogues and artist-level 
musician’s use of pedagogical content knowledge and the instructional strategies they 
employed in teaching jazz improvisation. 
Jazz Education 
 Learning and teaching jazz changed dramatically during the brief history of jazz. 
Researchers and music educators examining pedagogical approaches in jazz learning 
produced many studies, including examinations of jazz education pedagogy at all levels 
of the educational system (Berliner, 1994; Ciorba, 2009; Dyas, 2006; Flack, 2004; 
Goodrich, 2007, 2008, 2016; Kelly, 2013; May, 2003; Norgaard, 2011, 2013, 2014, 2017; 
Smith, 2009). In the next two sections, I will chronical the learning and teaching of key 
jazz elements historically and in modern jazz education. The studies reviewed in this 
section help to contextualize the teaching of jazz improvisation through the lens of PCK.   
Social Interactions 
The social climate and social interaction in jazz ensemble rehearsals in secondary 
schools can affect the pedagogical effectiveness of the jazz curricula (Dyas, 2006; 
Goodrich, 2007, 2008, 2016). Dyas (2006) investigated the learners, directors, curricula, 
repertoire, and pedagogical approaches in two consummate high school jazz programs in 
Texas (High School for the Performing and Visual Arts in Houston, and Booker T. 
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Washington High School for the Performing and Visual Arts in Dallas). Dyas discovered 
that both schools’ jazz curricula focused on chords scale relationships, bebop harmonic 
and melodic vocabulary, jazz piano voicings, the learning and memorizing of jazz 
standards of the Great American Songbook, jazz history, identification and recognition of 
past and present jazz artists, and the analysis of traditional jazz elements and style. 
Furthermore, both jazz programs utilized jazz chamber ensembles that performed 
standard jazz literature and original composition and employed directors who were active 
professional jazz musicians. 
The study’s results indicated the learners in both settings were inspired by other 
jazz musicians, listened to and practiced jazz often, studied with a private teacher outside 
of class, and played in local professional settings. Learners indicated they had gained a 
better understanding of improvisation and stylistic skills through performance in jazz 
chamber ensembles, as opposed to large jazz ensembles. However, students also 
indicated that peer mentoring played the most significant role in the process of learning 
jazz. Additionally, learners also had aspirations of becoming professional musicians.   
Applying ethnographic data collection techniques, Goodrich (2007) investigated 
peer mentoring within an exemplary high school jazz ensemble during the course of an 
academic year. In this study, five main themes emerged from analysis of data: (1) 
mentoring from the adult perspective, (2) peer mentoring for musicianship, (3) mentoring 
in rehearsals, (4) mentoring outside of ensemble rehearsal, and (5) social mentoring. 
Furthermore, mentoring in this high school jazz band was diverse and complex; it helped 
establish high expectations regarding the continuing evolution of the ensemble and the 
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ensemble’s serving as a valuable tool for the education of the students. Goodrich 
observed three types of peer mentoring: low-level, mid-level, and high-level mentoring. 
Low-level mentoring took place when student leaders answered simple questions for 
peers. Mid-level mentoring included section leaders providing instruction to members of 
their section on how to execute rhythms, articulation, and stylistic concerns correctly 
from their place within the section. High-level mentoring happened when section leaders 
left their places in the sections to instruct members of their sections or other sections 
during rehearsal. High-level mentoring was also observed in sectionals when section 
leaders undertook direct leadership in sectionals. One of the observations that Goodrich 
made is that standard jazz literature was being used in listening examples, teaching style, 
and performance. Additionally, Goodrich suggested that the implementation of peer 
mentoring can assist educators in instruction and rehearsal proficiency. 
By contrast to the aforementioned study, Goodrich (2016) examined peer 
mentoring in a higher education jazz ensemble. In the study, Goodrich focused on three 
graduate students not pursuing degrees in jazz studies and examined how they learned to 
perform and teach in a jazz context. Goodrich interviewed students regarding their 
experiences with learning to play jazz and with mentoring during the process, specifically 
their personal interactions mentoring each other and mentoring undergraduate students in 
a jazz ensemble. Results of the study suggested that learning to play jazz was intertwined 
with peer mentoring and vice-versa. Goodrich discussed the findings in two categories: 
learning to mentor in jazz and mentoring in the jazz ensemble. For the participants in this 
study, learning to mentor in jazz occurred while learning to perform the music from 
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mentors, peers, and recordings. However, much of the mentoring in this study was 
informal and done peer-to-peer outside of rehearsal. Goodrich suggested that peer 
mentoring can aid music educators in discovering how to teach and perform jazz. 
Although this study included only peer mentoring in a jazz ensemble setting, Goodrich 
points out that the pedagogical approaches of peer mentoring might provide a means for 
students to incorporate their unique assets concerning musical styles into an 
undergraduate music education program. 
Issues Regarding Jazz in the Institution 
As jazz music entered into institutions, many of the historical ways of learning 
jazz, for example transcribing and peer mentoring, did not make the transition into school 
settings. Researchers have explored the role of jazz, and subsequent issues with its 
implementation, when it began being offered in institutions (e.g., Krikun, 2008; Prouty, 
2005). In an examination of the history and evolution of the field of jazz educations, 
Prouty (2005) examined how jazz’s historical narrative has contributed to the field’s 
unique cultural construct within music higher education. The purpose of Prouty’s 
historical essay was to show how the cultural identity of jazz education in higher learning 
became an influential instrument in the relationships which characterize musical study in 
higher education. The first generation of jazz educators were primarily academics, rather 
than highly regarded jazz musicians. With few of the early educators being immersed 
within the communities of significant jazz culture, jazz education lacked teachers with 
credibility in terms of performing credits and educational qualifications and connections 
in the jazz community at large. The study pointed to the decision of credible jazz 
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musicians, such as David Baker, Donald Byrd, Jackie McLean, Nathan Davis, and Dr. 
Billy Taylor and their conscious efforts to embrace an active role in the academic 
community as an important turning point in jazz education. Prouty stated that at the time 
of his study, institutions of higher learning, educators, and students seemed to have a 
firmer grasp of the importance of performing credits, education credentials, and a 
connection to the jazz community. 
  Some of the earliest known examples of formal jazz pedagogy in higher education 
can be traced back as early as 1935 (Krikun, 2008). The purpose of Krikun’s (2008) 
study was to investigate how junior colleges in the Swing Era from 1935 until 1945 
incorporated jazz and popular music into the music education curriculum. The author 
defined popular music as jazz, blues, country, musical theater, rhythm and blues, gospel, 
rock and roll, and hip hop, although rock and roll and hip hop were not invented until 
later.  
The implementation of jazz and popular music into formal music education has a 
controversial history (Krikun, 2008; Mark, 1987). Historically, jazz and popular music 
have been viewed as less serious art forms when compared to Western European classical 
music, despite have been a part of formal music education for more than nine decades 
(Mark, 1987). Administrators at American institutions of higher learning have been 
reluctant to implement modes of popular music into the music education and performance 
curriculum. This sort of cultural bias is not new, as evidenced in the radio broadcasts of 
Walter Damrosch during 1928-1942. Producers designed the Damrosch broadcasts for 
use in music appreciation instruction in school systems in the state of New York. The 
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broadcasts excluded all music from cultures except those of Western Europe (Howe, 
2003). The importance of the cultures of the school-aged population and the music of 
various cultures was not recognized or acknowledged (Shaw, 2015).  
 Krikun discovered that many junior college music professors faced challenges 
regarding implementation of jazz and popular music into the traditional practices of 
music education: (1) defining the role of jazz and popular music within the established 
music curriculum and (2) how to prepare students for the jazz and popular music 
industry. Krikun concluded that as institutions of high education move toward a more 
holistic view of music education, additional research is needed. A closer examination of 
the historical and practical elements within the musical and industrial practice of each 
genre is needed. 
 In the late 1980s many institutions began to reexamine the role of jazz studies at 
all levels of the American public-school system and in higher education (Porter, 1989). In 
this study, Porter noted an absence of any jazz inquiry in the public-school general 
education curriculum. Porter (1989) stated, “we must be deeply concerned that our 
citizenry should have a basic knowledge and understanding of our native art forms” (p. 
139). Additionally, Porter observed an increase in jazz studies programs and jazz course 
offerings in higher education. This curricular expansion initiated a need for jazz scholars. 
The author brought attention to a vital need for additional jazz doctoral programs at 
American colleges and universities. The author concluded that not every student will love 
jazz music, but we must insure the preservation, understanding, and longevity of our rich 
American heritage.  
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Examining jazz pedagogy through the lens of an active service music educator, 
Leavell (1996) investigated middle school jazz ensemble learner’s perspectives on the 
pedagogical approaches to learning jazz. In this exploration, Leavell served as both 
researcher and instructor, placing the primary focus on the modifications students 
reportedly made in order to adapt the musical elements unique to jazz ensemble 
performance. Leavell sought students’ perspectives concerning the playing of 
individualized musical parts, improvisation, the execution of stylistic aspects (swing, 
interpretation of rhythms, and articulation). Leavell discovered that learners had to 
accommodate musical techniques in jazz ensemble rehearsals that were unlike those 
applied in concert band rehearsals, such as the playing of individual parts, swing and 
straight patterns within the same composition, changes in articulation, and improvisation. 
Students’ perceptions revealed that they believed group improvisation and rhythmic 
embellishment of recognizable melodies were less intimidating forms of improvisation; 
the most successful pedagogical approaches were student-centered endeavors. 
Additionally, the study showed that students felt more freedom of personal expression in 
the jazz ensemble than in the concert band setting. 
Because teacher confidence can adversely affect student learning outcomes, West 
(2011) examined the self-efficacy beliefs of middle school jazz educators. West's purpose 
in conducting the study was to investigate previous experiences, current thoughts, and 
actions of middle school teachers concerning middle school jazz education. During this 
study, West revealed that playing in a college jazz ensemble, taking college jazz 
pedagogy courses, having a jazz mentor, and taking a college jazz improvisation course 
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to acquire the basic improvisational ability of at least the level of a middle school student 
all significantly correlated with one’s perceived ability to teach middle school jazz. 
However, the results indicated that listening to jazz and playing as a professional jazz 
musician are among the most closely associated experiences in perceived ability. West 
found music education and the historical methods of teaching jazz can aid in teacher self-
efficacy, but the methods used by the jazz community of listening, assimilating, imitating 
and performing seem to be the best approach in learning jazz. West developed a survey 
instrument from the findings of the study and used it in the collection of data for a larger 
sample of middle school music educators. Both qualitative and qualitative data suggested 
that listening to jazz and playing professionally as a jazz musician are the most 
compelling previous experiences that correlate with one’s self-efficacy regarding ability 
to teach jazz. 
Jazz Improvisation 
In this section I will examine how the pedagogy of jazz improvisation has evolved 
through the history of jazz education, and identify some of the challenges many educators 
have encountered in the formal classroom. These reviewed studies help to situate how 
learning to improvise occurs, and the role of jazz improvisation in both professional jazz 
and academic settings.  
Improvisation is an important traditional element in jazz which researchers 
explored. Berliner (1994) investigated the process of how jazz musicians learn to 
improvise collectively and individually. Berliner’s book contained many articles wherein 
the authors explored the narrative of the development of some of jazz’s most prolific 
	
	
	
30 
musicians, from their beginning to learn how to improvise to their having fully developed 
an understanding of the jazz vocabulary. Berliner documented the rigorous practice, 
literature, and methods musicians used in their life-long devotion to developing the 
musical skills necessary to improvise. The volume included participant interviews, solo 
transcriptions, and detailed musical analyses. Berliner organized findings into five 
categories: initial preparations for jazz, the jazz community as an education system, skills 
required for improvisation and how they are attained, the collective aspects of jazz 
improvisation, and vibes and venues. Berliner defined and emphasized the importance of 
listening and imitation, professional and peer mentors, practice time, the blues, style, 
articulation, and groove. 
Understanding the thought processes of artist-level jazz musicians when 
improvising can offer important insights in learning to improvise (Berliner, 1994; 
Norgaard, 2011). Employing qualitative research methods that included performance 
assessment and interviews, Norgaard (2011) examined the thinking of seven artist-level 
jazz musicians as they improvised. Upon completion of recording an improvisation, 
participates were asked to listen back to their performance and provided insight into their 
thought processes through a series of guided questions in a direct interview.  
During the interviews, each of the participants referred to the notion of 
predetermining ideas about upcoming harmonic features called sketching, as well as self-
evaluation of their performance in real time. The author saw the emergence of four 
themes that pertained generating musical vocabulary for improvisation: the recall of 
previously memorized musical ideas that were applied in ongoing improvisations, note 
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selection biased on harmonic priority, note selection biased on melodic priority, and 
material previously stated within the current improvisation. However, this study did not 
allow for participants to discussion their interaction in the process of improvising with 
other musicians. Norgaard (2013) extended this study to evaluate the thinking of artist-
level musicians as they improvised in a live performance context. 
The participants played a live performance in a small concert hall for around 300 
audience members. Four musicians were asked to play improvisation solos on a common 
blues progression and then be interviewed following the performance. Similar themes 
emerged from the interviews related to Norgaard’s (2011) study. However, unique to this 
study participants detailed their thoughts on interacting with other musicians while they 
were improvising. This interaction between musicians required a give and take approach 
to musical expression that was a part of jazz performance in the historic jazz culture 
(Berliner, 1994; Norgaard 2013).  
By contrast, Norgaard (2017) examined the thinking and musical decision making 
of developing jazz improvisers in comparison to that of artist-level musicians. Norgaard 
found that younger improvisers made far less mention of sketching ideas about 
subsequent harmony with the youngest improvisers not sketching at all. Additionally, 
only the most experienced participants made mention of the underline harmonic 
progression in relationship to their improvised solo. All of the participants in this study 
employed the use of self-evaluation during their individual performances. Norgaard 
offered that the similarities between the thinking of developing jazz improvisers and 
artist-level musicians seemed to increase with participants’ musical development. 
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The employment of predetermined harmonic and melodic material by jazz 
musicians in improvisation has been well documented (Berliner, 1994; Finkelman, 1997; 
Norgaard, 2011, 2014; Owens, 1974). Norgaard (2014) investigated how jazz musicians 
acquired and stored this predetermined material for use in jazz improvisation. Utilizing 
quantitative research methods, Norgaard used computer analysis to analyze forty-eight 
transcribe improvised solos of Bebop innovator, Charlie Parker. The analysis showed that 
82.6% of the melodic vocabulary began with a four-note intervallic pattern, while 57.6% 
began with similar rhythmic and intervallic pattern. Norgaard concluded that this amount 
of melodic and rhythmic repetition supported the notation that predetermined melodic 
and rhythmic materials are employed by jazz musicians during improvisation. Norgaard 
theorized that this information was absorbed during both intentional practice and 
unintentional learning. 
Teaching Jazz 
The traditional elements of jazz include non-musical elements, such as the 
historical culture of jazz. Researchers have investigated the historical elements of the jazz 
culture with regards to teaching jazz. Additionally, researchers have studied teaching in 
jazz that includes pedagogy and improvisation. The cultural elements of jazz and how 
they are taught in high school and higher education settings have been investigated. 
Goodrich (2008) explored the implantation of the features of the historical jazz culture in 
a high school jazz band. Ethnographic techniques were employed during one semester of 
teaching to examine the role of the director and learners in learning jazz by traditional 
learning methods. Throughout the study, a noticeable reliance on standard jazz literature 
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and big band compositions, as well as emphasis on listening to definitive jazz artists and 
their recordings, was noted. The director not only encouraged students to listen to 
definitive jazz recordings, the director also showed them proper listening skills. The 
results of this approach indicated that characteristics of the historical jazz culture can be 
developed in a high school environment with the guidance of the director. The director 
incorporated many key jazz elements and common jazz learning techniques by 
encouraging students to delve deeper into the music, to go beyond what is notated on 
their musical part. The students in this study learned and performed the music 
comparable to the way jazz musicians learned and performed the music in the historical 
jazz culture through history, mentors, tradition, listening, and standard jazz literature. The 
study produced three main themes that served as the filtered elements of the historical 
jazz culture applied by the instructor: listening for style, improvisation, and learning the 
lingo. 
According to Goodrich (2007), an ensemble director has an enormous impact on 
the effect of peer-mentoring in their jazz ensemble. Goodrich (2007) studied an 
outstanding high school jazz ensemble that consistently performed at a high level. To this 
end, he looked for elements of the jazz historical culture, pedagogical techniques, and 
peer mentoring. Goodrich specifically discussed with the director of the ensemble how 
the director chose music for the ensemble; he also discussed realistic expectations of 
choosing music for the ensemble. The director, though not a jazz musician himself, often 
invited professional musicians to rehearse with and work with the ensemble, which 
fostered an atmosphere steeped in the historical jazz culture and promoted peer and adult 
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mentoring, a superior level of improvisation among specific students, listening to live and 
recorded jazz inside and outside the classroom, and a demanding performance schedule. 
Additionally, working with professional jazz musicians helped emphasize to students the 
importance of understanding and performing the blues. Goodrich’s findings in this study 
contributed to the ensemble's continued success in the establishment of a strong feeder 
program, development of student leadership, and the immersion of students in the culture 
of jazz. 
Utilizing arts-based educational research methods, Kelly (2013) explored the 
subject of secondary and novice students learning the art of playing jazz in the 21st-
century public school. This study combined the resources of interviews and observations 
of aspiring junior and senior high school jazz musicians, college students, classroom 
teachers, private studio instructors, and jazz faculty in higher education. What emerged is 
a complex narrative of learners and educators facing different socioeconomic challenges, 
while negotiating the landscape of jazz in and out of the public-school system. 
Kelly began with a history of jazz, jazz publication, and jazz pedagogy and then 
turned to specific pedagogical approaches of both the past and present. Kelly also 
examined newer innovations in the field of pedagogy. The study defined five issues 
facing many jazz students: (1) access to instrument choice, time, and finances, (2) how to 
learn jazz and who teaches jazz, (3) teacher preparation, (4) gender, and (5) race.  
Kelly then discussed conflicts and potential resolutions of conflicts in jazz 
pedagogy, as well as extensive interviews with students, teachers, and college professors. 
Kelly expressed his desire that music education and music educators at all levels would 
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consider expanding jazz offerings and look for ways to strengthen the connection 
between the jazz community and music education. Concluding the study, Kelly offers 
numerous recommendations for secondary music educators, music education faculty, and 
jazz studies faculty. 
Instructional design and implementation of jazz improvisation can be a struggle 
for many music educators (Ward-Steinman, 2007). In this study, Ward-Steinman 
examined vocal jazz workshop participants’ confidence in teaching jazz improvisation 
according to the K-12 National Standards for Arts Education and whether a six-week 
instructional course in vocal jazz would substantially increase undergraduates’ 
confidence in their understanding of simple characteristics of jazz stylings. The study’s 
sample was 213 participants at six improvisation workshops at state, national, and 
international conventions. Most educators at the workshops rated their abilities to 
improvise and to teach improvisation quite low. In the second part of the study, thirteen 
music education undergraduate students participated in a six-week instructional course in 
vocal jazz. The results indicated a significant increase in the education students’ 
confidence in teaching jazz styling and beginning improvisation techniques. 
The subjectivity of jazz improvisation can make it difficult to evaluate a learner’s 
progress (Ciorba, 2009). Utilizing quantitative research methods, Ciorba (2009) created 
an instrument for predicting success. Ciorba employed multiple regression statistics to 
examine the extent that improvisation achievement is influenced by these factors: self-
assessment, self-efficacy, motivation, jazz theory, practice time, musical aptitude, general 
academic achievement, sight-reading ability, and listening experience. The sample 
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consisted of 102 high school students in ninth through twelfth grades, chosen from three 
high schools in southern Florida and four high schools in southeast Michigan. Of the 
learners examined, he identified self-assessment and theory knowledge as the most 
statistically significant variables. Musical aptitude was not identified as a significant 
predictor of jazz improvisation ability. Self-assessment, self-efficacy, motivation, jazz 
theory, practice time, musical aptitude, general academic achievement, sight-reading 
ability, and listening experience accounted for 50% of the variance in the jazz 
improvisation achievement. The results of this study showed support for the causal 
interpretations of the research, which may provide important measurement instruments 
for jazz pedagogues and researchers. Given the suitable fit of the path model, Ciorba 
recommended that continued research be constructed on the latent variable model. 
 In order to gain a high level of performance proficiency as a jazz improvisation, 
learners must acquire an effective theoretical understanding and aural skills (Berliner 
1994; May 2003). May’s (2003) study identified the factors that affect instrumental jazz 
improvisation achievement and explored the degree to which experience with jazz theory, 
aural skills, and aural imitation can predict achievement in instrumental jazz 
improvisation. May derived the study’s sample from undergraduate students currently 
participating in collegiate jazz ensembles at five Midwestern universities in the United 
States. May measured the jazz theory, aural skills, aural imitation abilities of college 
wind players using researcher-designed instruments, using one jazz standard and two 
choruses of a blues in F. Three individual jazz professionals listened to and rated each 
player’s recorded jazz improvisation solo. Participants completed a questionnaire 
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providing insight into their jazz experience and other demographic data. The results of 
the study indicated that objective assessment of instrumental jazz improvisation is 
possible. Further analysis revealed self-evaluation of improvisation as the best predictor 
of achievement in instrumental jazz improvisation, with aural imitation ability as the 
second-best predictor. However, a combination of student self-evaluation, aural imitation, 
and previous jazz improvisation experience accounted for 66% of the variance, while the 
jazz theory achievement and aural skills variables were the least significant predictors. 
May suggested a pedagogical model for instrumental jazz improvisation which includes 
theoretical understanding and aural skills, learning the melodic and harmonic jazz 
vocabulary through internalization of jazz literature, experimentation with melodic and 
rhythmic motives, and the experimental use of self-expression in improvisation. May 
warned, however, that the exploratory nature of this study necessitates caution with 
regard to practical application and generalization. 
The aim of Smith’s (2009) study was to create a valid rating scale for collegiate 
instrumental jazz improvisation. Smith created a 14-item Wind Jazz Improvisation 
Evaluation Scale (WJIES) and refined it through a facet-rational method to the scale’s 
improvement. The study’s sample employed five instrumental jazz students and one 
professional jazz educator to record two improvisations on two different jazz standards. 
Sixty-three adjudicators evaluated the 12 improvisations using the WJIES and the 
Instrumental Improvisation Evaluation Measure. The results of the study indicated that 
the facet-rational methodology is a reliable process of cultivating a rating scale for 
collegiate instrumental jazz improvisation. However, in contrast to May’s (2003) findings 
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that instrumental jazz improvisation emerged as a single construct, the results of Smith’s 
study suggested a two-factor structure. These varied results might have been created by a 
confusion in the understanding of jazz improvisation performance or the fact that jazz 
improvisation performance is a tremendously multifaceted construct best understood 
within a specific context. 
Written materials approach to teaching jazz improvisation. Researchers and 
music educators produced many studies of pedagogical approaches in jazz education, 
including examinations of jazz education pedagogy in junior and senior high schools and 
in higher education. Witmer and Robbins (1988) explored historical and critical insights 
into pedagogical material for teaching and learning jazz. The authors attempted to sort 
through the array of published pedagogical material in jazz and provide clarity regarding 
the most beneficial material for learning the art of jazz. Their essay is broken into the 
following sections: key works of the 1950s and early 1960s, the ascendency of pattern 
playing pedagogy, chord/scale recipes and play-along records, jazz theory, licks, and 
rhythm. In early jazz education publications, a heavy emphasis is placed on tonal 
principles approached through scales and chords and exercise usually written in a 
mechanical fashion, beginning on roots and downbeats. However, as jazz methods 
evolved, elements of swing, blues, solo transcribing, and the ii-V7-I chord progression 
became more commonplace. As the end of the twentieth century approached, the 
production of jazz pedagogical materials had increase dramatically. Witmer and Robbins 
expressed mixed sentiments about many of the latest jazz pedagogical materials. For the 
authors, the current approaches to jazz education seem to reflect that of music educators 
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and the historical methods used by the jazz community. Witmer and Robins offered the 
following three steps in learning to play jazz: (1) the integrative balanced approaches 
found in the works of Jerry Coker, John LaPorta, and Bruce Benward; (2) much closer 
attention to the ways in which jazz musicians have traditionally learned (including 
attention to older published pedagogical material); and (3) a better understanding and 
explication of the less easily objectifiable but no less teachable aspects of the music itself.  
The task of providing effective instructional delivery methods in formal jazz 
settings lies with the teacher, yet many educators struggle with confidence in providing 
valuable and efficient instruction (Ward-Steinman, 2007). Zwick (1987) sought to 
develop a sequential format to teaching jazz improvisation through content analysis of 
select written jazz materials. The author reviewed the teaching methods of selected jazz 
materials that revealed seventeen instructional areas and thirteen instructional methods. 
The result of the study was a sequential format for teaching jazz improvisation based 
solely on the use of written materials, or visual learning (Goodrich, 2005; Zwick, 1987). 
Zwick stated that the publication and implementation of written jazz materials has 
increased dramatically since the growth in popularity of jazz education. The author 
discusses the major strategies of instruction utilized by each author. 
More recent research examined the use of visual learning in jazz education. Flack 
(2004) explored the effectiveness of the Jamey Aebersold play-a-long series as an aid in 
learning to improvise. The author evaluated the effects of the series on thirty-five post-
secondary learners utilizing the Instrumental Jazz Improvisation Evaluation Measure.  
Students in the experimental group practiced with the Jamey Aebersold volume, Blues in 
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All Key, while the control group practiced without accompaniment. Post-secondary 
students who used the play-a-long series during the experiment showed significant 
improvement in their abilities to improvise to a blues progress.  
Within the historic culture, jazz musicians traditionally learned to improvise by 
transcribing aurally the musicians they admired and by being mentored through a 
community of practice (Ake, 1998; Bash 1983; Slater, 2011; Wenger, 1998). Re (2004) 
stressed the importance of internalization in order to employ the stylistic elements of the 
jazz idiom. Re conducted a study on the use of visual learning in the transcription process 
at universities across the United States. Re interviewed 41 jazz studies faculty members 
about the methods they employ when teaching their students to transcribe.  
The author’s findings indicated that current methods of teaching transcription in 
higher education rely heavily on visual learning and are lacking in aural transmission. Re 
recommends that jazz professors adopt practice methods centered around aural learning 
of jazz stylings and transcription. Additionally, Re suggested the use of modern music 
technology to help facilitate the aural transcription process.  
Prior to the surge in popularity of jazz education in the late 1960s, resources 
dedicated to jazz improvisation were nonexistent (Berliner, 1994; Prouty, 2005; Witmer 
& Robbins, 1988). However, Re (2004) documented a major shift in the formalization of 
jazz education: 
By the late 1960s, jazz increasingly gained acceptance as a legitimate American 
genre within academia. As jazz studies programs became more formalized in 
colleges and universities, a plethora of methods and materials have followed suit. 
Lately, critics of these programs claim that many of the procedures, methods and 
materials used have abandoned the aural-imitative tradition. (p. 24) 
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A careful review of literature in problems concerning the teaching of jazz improvisation 
makes it clear that the mass publication of jazz improvisation resources (e.g., Aebersold, 
1971; Aebersold, 1974; Bergonzi, 1996; Coker, 1970, Ligon, 1996, etc.) and the 
institution of visual learning in jazz education has caused a shifting in teaching methods 
(Flack, 2004; Ligon, 1996; Norgaard, 2011; Reeves, 1989).	Porter (1989) suggested that 
modern jazz education tends to focus on visual learning and the attributes of jazz 
education that are most easily objectified (e.g., technical facility, chord/scale 
relationships, composing and arranging, reductions of classic solos). It is possible that 
what is being taught in formal jazz education may not be in keeping with the historic jazz 
culture and also could differ from the methods of artist-level musicians who are not 
products of the formal jazz education system (Bash, 1983; Flack, 2004; Norgaard, 2011; 
Porter, 1989; Re, 2004; Zwick, 1987). 
Purpose of the Study 
The purpose of this study was to explore how master jazz pedagogues and artist-
level jazz musicians used pedagogical content knowledge to sequence their instructional 
methods when teaching jazz improvisation. To gain insights into how they used their 
knowledge when teaching jazz improvisation, I first sought to explore how they learned 
to improvise. For this study, an overarching research question aided me with providing a 
context for exploring how the participants learned to improvise:  How did the	participants 
learn to improvise in jazz? Then, the following research questions guided my 
investigation into how these participants taught jazz improvisation: 
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1. How, if at all, did the participants’ curriculum knowledge influence their 
approaches to teaching jazz improvisation? 
2. How, if at all, did the participants’ pedagogical knowledge influence their 
approaches to teaching jazz improvisation? 
3. How, if at all, did the participants’ content knowledge influence their approaches 
to teaching jazz improvisation? 
Orientation of the Study 
	 Following my visit and interaction with Clark Terry, I began to think about the 
absence of visual learning in his teaching methods. Clark only used aural learning and 
aural imitation in his instructional methods with me. Additionally, even when I was 
struggling, he never wrote or asked me to write anything down. He was simply content 
with allowing my ears to do the work.  
As time passed, I began to re-evaluate my own teaching and the teaching of the 
institution as a whole. As I reviewed literature on jazz education, I found that other 
people had questioned the progress of jazz education, the availability of printed jazz 
education resources, and whether we are seeing the development of more innovative jazz 
musicians than we did prior to these developments in jazz education. In the next chapter, 
I present an overview of the research design including the identification of the 
participants, data collection, and analysis procedures. Then, in chapter three I present the 
findings of this study with how the participants learned to improvise and how they teach 
improvisation. In chapter four I discuss the findings of this study situated with the outside 
literature, present a model curriculum for teaching improvisation based upon what I 
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learned from the participants, and I present implications for music educators and the need 
for further research.  
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Chapter 2: Exploring a Convergence of Masters 
 
The purpose of this study was to explore how master jazz pedagogues and artist-
level jazz musicians used pedagogical content knowledge to sequence their instructional 
methods into a comprehensible course of study to teach jazz improvisation. A qualitative 
methodology was chosen for the study due to: (1) a focus on people in a given situation, 
(2) the subjective nature of the participants’ responses, and (3) the need for interpretation 
of the data that will be collected (Creswell, 2008).  
 Fraenkel and Wallen (2006) stated that qualitative methods are most appropriate 
for inquiry where the researcher seeks to examine and explain alternative pedagogical 
approaches, and interviewing different groups of educational professionals. With 
qualitative inquiry, researchers “paint a picture” of what is occurring in a specific 
situation that, when understood, affords the researcher the opportunity to propose areas of 
improvement based upon the individual situation (Maxwell, 1996). Because I explored 
how master jazz pedagogues and artist-level jazz musicians used pedagogical content 
knowledge to teach jazz improvisation, I used an instrumental case study design.  
Overview of Research Design 
 Using an instrumental case study design, I explored how pedagogical content 
knowledge informed the teaching techniques of master jazz pedagogues and artist–level 
musicians (Stake, 1995). By employing an instrumental case study, this inquiry did not 
merely focus on how each individual participant taught, but rather aided me with 
examining more broadly the phenomenon of interest: how these master jazz pedagogues 
and artist-level jazz musicians learned to improvise and how they taught improvisation. 
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The case in this study was comprised of master jazz pedagogues and artist-level jazz 
musicians, and the instrumental case study design allowed me to compare and contrast 
both the learning experiences and teaching strategies of these participants.  
Identification of Participants 
Within qualitative inquiry, a researcher explores a minimal number of subjects in 
order to maintain the individuality of each person, which aids in the understanding of the 
unique set of circumstances contained within the research (Maxwell, 1996). In this study, 
I used purposeful sampling to identify and select participants who fit within two 
categories of professional jazz educators and musicians: master jazz pedagogues and 
artist-level musicians (Creswell, 2008). Purposeful sampling providing me with a 
platform for selecting participants who I knew were willing to share their experiences of 
learning and teaching improvisation, and would provide sufficient depth with their 
interview responses to contribute to an information rich case study (Patton, 2002).  
Finding participants who met my criteria for the designation of master jazz 
pedagogue or artist-level musician, particularly the latter, became a challenge. While 
many professors in jazz at universities qualify as master pedagogues, I sought 
participants who would align with my theoretical framework and who could articulate 
how they emphasized pedagogy combined with content and knowledge with their 
students.  
 Master jazz pedagogues. I used my professional connections to select 
participants who met the following criteria: master jazz pedagogues who were either 
current or former jazz professors at public and private universities; had a minimum 
	
	
	
46 
fifteen years of teaching in jazz studies in higher education; and taught in jazz programs 
considered to be recognized at the national and international levels. This category of 
participants was chosen for their reputation, experience, and expertise in the field of jazz 
education. I acknowledge that many master jazz pedagogues have extensive recording 
and performing credits; however, most will have gone through the formal education 
system in order to obtain the credentials needed to qualify for full-time teaching 
appointments in higher education. As experts and decision-makers in jazz studies, I 
wanted their involvement with this study to provide insight into how curricular 
knowledge, content knowledge, and pedagogical content knowledge informed their 
decision making with teaching improvisation.  
 Artist-level musicians. For this study, artist-level musicians were chosen based 
on their success as performing artists and lack of formal jazz education at the university 
level. Similarly, many artist-level musicians are products of nationally and internationally 
recognized jazz programs. These crossovers will be deliberately avoided in order to 
prevent duplicating pedagogical strategies. Artist-level musicians were chosen for this 
study had a minimum of fifteen years of experience as full-time musicians and had 
contributed to no fewer than twenty-five commercially available studio and live 
recordings.  
The participants. Participants in this study voluntarily agreed to participate and 
were required to sign a consent form before being interviewed. The consent to participate 
form listed the following: the purpose of this study, motivations of the researcher, all 
risks and benefits of participation, the right to anonymity, permission to access 
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biographical information and achievements, consent to voice recording, and dispensing of 
information (Creswell, 2006). All participants agreed to allow their real names to be 
published in this study.  
Jay Daversa. Jay is one of the most recorded trumpet players in the history of the 
recording industry. As a first call studio trumpet player in Los Angeles for several 
decades, Jay has spent most of his over 65-year professional career in the recording 
studios. Jay’s masterful artistry can be heard on many television shows: The Love Boat, 
The Walton’s, Dallas, The Carol Burnett Show, and many more. Jay’s playing can also 
be heard on more movie soundtracks, television commercials, and jingles than could be 
listed here. Jay has toured and recorded with artist such as Smoky Robinson and the 
Miracles, Elvis Presley, Michael Jackson, Prince, Henry Mancini, Herbie Hancock, Frank 
Zappa, Billy Preston, Lionel Richie, Diana Ross, Chaka Khan, and Barbra Streisand just 
to name a few. 
Dan Haerle. Dan is a composer, performer, educator, and ambassador of jazz 
piano. An active national and international jazz clinician, Dan has participated in a 
variety of educational programs that have benefited countless musicians at all levels of 
musical development. Dan has authored many instructional methods used by thousands 
of musicians and many institutions worldwide. Some of Dan’s awards included: 
International Association of Jazz Education (IAJE) Hall of Fame in 2003; the inaugural 
class of the LeJENds of Jazz Education Award in 2012 which included Jamey Aebersold, 
David Baker and Jerry Coker; Sammons Center for the Arts Jazz Artist of the Year 2015; 
and named Regent Professor Emeritus of Jazz Studies at the University of North Texas, 
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where Dan taught for 35 years. 	
 Brad Leali. Brad holds a bachelor of arts degree in music education from North 
Texas University (UNT) (1989) and a master’s degree from Rutgers University (2005). 
While in college at the UNT Brad played with the world-renowned One O’clock Lab 
Band. Upon completing his degree at UNT, Brad became the lead alto saxophonist and 
musical director for the Harry Connick Jr. Orchestra and member of the Count Basie 
Orchestra. Brad has taught as a part of the faculties at Texas Tech University and the 
University of North Texas. While maintaining current teaching responsibilities at UNT, 
Brad frequently performs, tours, and records. He also enjoys working as a guest artist, 
clinician, and adjudicator at other educational institutions.   
Ted Nash. Born into a musical family (his father and uncle were both well-known 
jazz and studio musicians in Los Angles), Ted has become one of the most significant 
jazz composers of the 21st century. His thirteen solo albums and more than 40 recordings 
as a sideman have received wide critical acclaim appearing on lists best recordings in 
publications including: The New York Times, The New Yorker, The Village Voice, and 
The Boston Globe. Portrait in Seven Shades, his first big band recording, garnered two 
Grammy nominations. Additionally, Ted’s latest big band recording, Presidential Suite 
earned two Grammy Awards in 2019. Ted is also a long-standing member of the Jazz at 
Lincoln Center Orchestra, with Wynton Marsalis. 
Gary Smulyan. Six-time Grammy Award winning baritone saxophonist and 
gifted multi-instrumentalist, Gary Smulyan started his music career by first learning alto 
saxophone during his teenage years on Long Island. While still in high school, he had the 
	
	
	
49 
opportunity to share the stage with legendary jazz artists: Chet Baker, Lee Konitz, Jimmy 
Knepper, and violinist Ray Nance. Gary joined Woody Herman’s Young Thundering 
Herd in 1978. In 1980, Gary became part of the Mel Lewis Jazz Orchestra then under the 
direction of Bob Brookmeyer. As the premier voice of his generation on the baritone 
saxophone, Gary also found himself performing with the Mingus Big Band and the 
Smithsonian Jazz Masterworks Orchestra. Additionally, Gary has recorded and 
performed with: Hubbard, Dizzy Gillespie, Stan Getz, Chick Corea, Tito Puente, Ray 
Charles, B.B. King, Nancy Wilson, and Diana Ross. Gary has recorded ten solo albums 
and can be heard as a sideman on more than one hundred other recordings. 
Tom Walsh. Saxophonist Dr. Tom Walsh is Professor of Saxophone and Chair of 
the Jazz Studies Department at Indiana University’s Jacobs School of Music. Tom holds 
degrees in Saxophone Performance and Jazz Studies from Indiana University, where his 
principal teachers included classical saxophonist Dr. Eugene Rousseau and renowned 
jazz educator David Baker. Tom also studied with Mike Tracy, Pat LaBarbera, Jerry 
Coker, and David Liebman.	Dr. Walsh has performed and presented at national and 
international conferences including: the International Association for Jazz Education, the 
Jazz Education Network, the North American Saxophone Alliance, and the World 
Saxophone Congress. Additionally, Tom has taught as a part of the faculty at the Jamey 
Aebersold Summer Jazz Workshops for nearly thirty years. Dr. Walsh also co-leads the 
Indiana University Summer Saxophone Academy with Dr. Otis Murphy.4 
																																																						
4	Additional biographical information regarding each participant is included in Appendix 
D. 
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Data Collection 
 Data was collected for this study during the 2018-2019 academic year. To 
investigate how master jazz pedagogues and artist-level jazz musicians used pedagogical 
content knowledge to sequence their instructional methods when teaching jazz 
improvisation, I used two types of data collection: interviews and collection of artifacts. 
The use of interviews provided me with opportunities to explore the stories of how these 
participants learned to improvise, and their perspectives on how they used pedagogical 
content knowledge with their teaching improvisation.  
Interviews. Data concerning each participant’s philosophy and techniques for 
teaching jazz improvisation was gathered using open-ended interview questions. The 
open-ended protocol allowed me to follow individual responses and to continue asking 
questions to follow that line of inquiry. Interviews were conducted individually, and 
recorded using a Zoom H2n Handy Recorder. During this study, six interviews were 
conducted, recoded, and transcribed. This included three master-level jazz pedagogues 
and three artist-level musicians. The interview locations and lengths varied among 
participants, although every effort was made to conduct each interview where participants 
taught. Jay Daversa’s interview was conducted in person on January 29th, 2019 at his 
home in Missouri. Dan Haerle’s interview was scheduled to be conducted in person at his 
home on February 22nd; 2019, however, due to personal conflict Dan requested his 
interview be conducted via FaceTime. Dan’s interview was conducted from a faculty 
office on the campus of Southwestern University in Waxahachie, Texas on the same date. 
Brad Leali’s interview was conducted in person in his office on the campus of the 
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University of North Texas on February 22nd, 2019. Due to an extensive performance 
schedule with the Jazz at Lincoln Center Orchestra that took them out of the country, Ted 
Nash’s interview was conducted via FaceTime from his hotel room in Sydney, Australia 
on February 21st, 2019. I conducted Ted’s interview from a faculty office on the campus 
of Southwestern University in Waxahachie Texas. Gary Smulyan’s interview was 
conducted via FaceTime from his home in New York. FaceTime was used for Gary’s 
interview as a means of convenience due to his performance schedule and long distance 
between where each of us resides. This interview was conducted on April 26th, 2019 in 
my office on the campus of Evangel University. Tom Walsh’s interview was scheduled in 
person, but I requested a change due to scheduling conflicts with other interviews. Due to 
additional schedule conflicts Tom was unable to conduct his interview via FaceTime, so 
the interview was conducted via voice call from his car. I conducted Tom’s interview 
from a faculty office on the campus of Southwestern University in Waxahachie Texas. I 
conducted interviews (Appendix A) to glean participant perspectives concerning 
philosophies and teaching techniques regarding jazz improvisation.  
 Artifact and biographical information collection. Artifacts collected during this 
study (Appendix D) include, course syllabi, curricular outlines, lecture notes, 
supplemental handouts, and photographs. All participants were asked to provide 
biographical information to further solidify their credibility in being selected to 
participate in this study. Some of the participants provided artifacts such as curricular 
outlines and course description for me to review for clarity, however, the participants 
request that these not be published. Additional artifacts were provided by the participants 
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to give examples of exercise and teaching techniques utilized in their teaching. These 
artifacts provide visual quality in how the participants employ these techniques.   
Data Analysis 
 Data analysis occurred throughout the duration of this study. Categories of 
information collected during interviews were comprised of descriptions of interactions 
between the interviewer and participants, and descriptions of participants’ contributions, 
and demeanor. Interview notes were taken by hand. After completing the transcription 
process, the interview transcriptions were analyzed using a basic system of coding. 
According to Glesne (2016), coding in qualitative research is used to “discern themes, 
patterns, and processes; to make comparisons; and to build theoretical explanations.” 
Additionally, “codes are used to link thoughts and actions across bits of data” (Glesne, 
2016).  
	 During the data analysis process, I used pedagogical content knowledge as the 
basis for conducting transcriptions of interviews and field notes, where I looked for data 
about teaching methods, reoccurring ideas, and information participants specifically 
emphasized that were discussed (Stake, 1995).  I organized this data with the utilization of 
codes and sub-codes in order to develop a master code list (Glesne, 2016). Coding was done 
in Microsoft Word by forming a table of two columns; the left column contained the raw 
data from the interviews and conversations, while the right column contained themes 
codes. For example, one code used was “JLE: Jazz Learning and Education” which included 
27 sub-codes (e.g., HJT: Historic Jazz Tradition, MV: Melodic Vocabulary, FT: Formal 
Teacher, IF: Informal Teachers, LI: Learning to Improvise, TI: Teaching Improvisation). As 
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the coding process progressed, subcategories were developed, including teaching 
techniques, curriculum, pedagogical content, and traditional jazz elements. After 
completing the coding process, the subcategories were organized into three larger major 
categories that reflected specific elements of my theoretical framework: content 
knowledge, curricular knowledge, and pedagogical content knowledge. I used the data 
from these three major categories to facilitate organization of the data. A second analysis 
was then conducted of the data looking to identify emergent themes; during this process two 
major themes emerged based in pedagogical content knowledge that included (a) learning to 
improvise and (b) teaching improvisation.  
Trustworthiness and Reliability 
 In this section I discuss the criteria for evaluating the trustworthiness of this study. 
To ensure trustworthiness and reliability of the descriptions, transcriptions, and 
interpretations of the data, I used member checks, peer review, and external audit. In 
addition, I report the personal biases in an effort to enhance the study, as well as 
credibility and dependability (Bloomber & Volpe, 2016).  
Member check. During the course of this study, all interview transcripts and 
analytical thoughts were subjected to a member check and reviewed for accuracy by most 
participating members (Glesne, 2016). Research participants had the opportunity to 
provide feedback and interpretations for possible amendment prior to data analysis and 
coding. Gary Smulyan was the only participant who declined to review the interview 
transcript. Both Jay Daversa and Tom Walsh provided extensive feedback regarding their 
individual interview transcripts. Both of these participants’ feedback centered around 
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clarity and additional details concerning ideas and methods they mentioned during their 
interviews.  
Peer review. Peer review was utilized by obtaining external input and 
deliberation on this study (Glesne, 2016). Peer reviewers were encouraged to review and 
contribute feedback on data collection processes, data analysis, and final results. Peers 
included but were not be limited to doctoral students in music education at Boston 
University, local director of jazz studies, and colleagues at Evangel University.  
External audit. This research study was subjected to an external audit. An 
external audit helped ensure data collection and findings are trustworthy and reliable. 
External audit was conducted by a dissertation advisor who provided feedback regarding 
data collection and analysis (including a review of preliminary codes, etc.) and drafts of 
the final report. 
 Reporting of bias. At the time of this study, I had several years of experience 
adjudicating junior high and high school jazz ensembles at university jazz festivals and 
state jazz band competitions throughout the United States.  I have now completed my 
eighth year as director of jazz studies at Evangel University and have extensive 
performing credits as an active professional jazz saxophonist. During my time studying 
jazz improvisation I have been exposed to both visual and aural learning methods. In the 
earliest positions of my education a larger emphasis was placed on visual learning of the 
fundamental jazz vocabulary. However, as I began studying in graduate school and with 
prominent artist-level musicians a much greater emphasis was placed on aural learning. 
In my personal teaching, I have worked with mostly beginning improvisation students 
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who have little experience with harmony and fundamental jazz vocabulary. Furthermore, 
many of my students have no experience with ear training or playing by ear. The lack of 
aural understanding has caused me to use a more inclusive approach of both visual and 
aural learning in teaching jazz improvisation. I have kept in mind the personal biases and 
expectations that I brought to the study and how they might influence my interpretation 
of what I observed and discovered during the course of this study. Reporting these biases 
is intended to further ensure the study’s trustworthiness.    
Chapter Summary 
The motivation of this inquiry was to examine how jazz improvisation is taught in 
institutions of higher learning and the jazz community by the participants. The methods 
used in this study aided me with exploring how pedagogical content knowledge informed 
the teaching methods of these master jazz pedagogues and artist–level musicians. 
Through data collection and analysis, I sought to understand the techniques used to teach 
jazz improvisation by these participants in an effort to provide an accurate representation 
of the similarities and difference in how each participant taught their students to 
improvise (Creswell, 2009).  
Participants were selected based their qualifications, reputations, and expertise in 
the areas of jazz improvisation and jazz pedagogy. Data was collected using recorded 
interviews and artifact collection. All data was subjected to multiple procedures to insure 
trustworthiness and reliability. Thematic analysis was employed to search for themes and 
patterns within the collected data (Glesne, 2016). 
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Chapter 3: In Their Own Words  
 
Imitation, Assimilation, Innovation 
Anyone who has ever spent any length of time discussing music with Clark Terry 
knows he has a propensity for discussing three particular subjects: the history of jazz as 
he experienced it, his famed “Doodle System,” and his three-step approach in learning to 
improvise. When I asked Clark how he learned to improvise, he said, “Imitation, 
assimilation, and innovation.” I then asked if he could elaborate on each step, and he 
explained them in sequence: “You have to copy your idols, man. That’s how you get 
involved . . . get some vocabulary in your ears. Then you say, ‘I wonder why they made a 
right turn and not a left turn there? So, what if I make a left turn?’ Hmm, I like that. And 
that’s innovation.” 
This chapter will discuss the findings of this study in the participants’ own words. 
These findings are divided into two sections of how the participants learned to improvise 
and how each participant teaches jazz improvisation. 
Learning to Improvise 
In order to better understand each participants perspective on teaching jazz 
improvisation, it is important to first understand how some of their earliest experiences 
with music influenced their musical development and how they themselves first learned 
to improvise.   
 Early musical experiences and improvisation. When discussing their musical 
background, most of the participants reminisced about their earliest musical experiences. 
The participants seemed to enjoy recalling and sharing their earliest musical experiences 
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in general, but they appeared particularly enthusiastic when recollecting memories of 
learning to improvise. Jay Daversa (1944) stated that his earliest musical experiences 
began when his father, a musician himself, brought home a bugle when Jay was only four 
and one-half years old:  
My musical beginnings were a series of attempts to find pitches that I was 
hearing. I remember a favorite T.V. show of mine at the time was The Lone 
Ranger; The William Tell Overture was used as the theme. I didn’t know the 
names of the notes, or what they looked like on paper, but I could hear whether 
they matched the pitches I was hearing on the show. Unaware of the names of the 
notes, or the proper fingerings, after a while my fingers just went to the 
appropriate place to match the sound I wanted to produce. It became automatic. 
 
For Jay, these early attempts at learning a song by ear came natural to him. Having 
utilized his ears in order to play and match the pitches to popular television themes, Jay 
began to employ the same process to other melodies that he heard. For example, Jay 
would play along with his father: 
 My dad loved music and played the accordion. I would listen and try to play the 
 melodies with him and, of course, embellish them. Over a short period of time, I 
 began to embellish the melodies that I was hearing. 
 
It was these types of musical interactions that helped Jay to begin the process of learning 
how to improvise. For example, Jay recalled: 
I think the next step in my development was to hear simultaneously and just ahead 
of where you make an educated guess as to what to play. It’s like having a 
conversation with someone and seeing where it’s going and responding properly 
with the right words that hopefully make sense to the other person. You don’t 
think about every word you say; it has thought behind it, but it is simultaneous 
and just a little ahead of what comes out in the conversation.  
 
The idea of matching pitches that Jay began utilizing in his early attempts at 
improvisation remained a part of his lifelong development as well as his pedagogical 
approaches with his students. 
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Ted Nash (1960) was also raised in a musical family. Ted is the son of legendary 
Los Angles studio trombonist Dick Nash (1928), as well as the nephew of Los Angeles-
based saxophonist, Ted Nash (1922), who was a mainstay with Les Brown and His Band 
of Renown. Ted recalled playing clarinet when he was twelve or thirteen years old. He 
remembered that his father approached him, “put on a Billy Taylor record, and said, 
‘We’re going to play some blues today.’” Ted described the experience: 
And I had never improvised before. My brother, who was a lot younger, had a 
trumpet. We were, like, well what do we do? He [my father] goes, it doesn't 
matter, just play, anything that you feel and then anything you hear. It's kind of in 
this key. It's a blues in B flat. So just, you know, it's your C on the clarinet, and he 
just let us play. And he didn't judge us or anything. It was kind of fun. We just 
listened to him. We traded around, and we were probably just playing a bunch of 
crap. But, that was my first taste of improvising. 
 
Ted, much like Jay, grew up in a home with a practicing professional musician. Both Ted 
and Jay stated that parental encouragement at such a formative time in their musical 
development was important in cultivating their abilities to learn playing music by ear.  
Legendary jazz educator and longtime University of North Texas jazz faculty 
member, Dan Haerle (1937), much like Jay and Ted, grew up in a musical household 
where both of his parents were musicians. “My father was a trombone player and there 
was a time he wanted me to play trombone, but after about two minutes of going (spitting 
sound) you know, spitting, I thought, no, I can’t do that.” Dan recalled hearing classical, 
pop, jazz, and many other kinds of music while growing up. “My folks are both 
musicians, and they loved classical music and pop music and jazz and you know, 
everything. So, we had all kinds of great recordings. He explained further:  
Meanwhile we had a piano at home, and my dad used to write arrangements for 
bands that he played in. I'd go to the piano and pick up melodies off recordings. 
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And then at one point, my dad taught me how to play what I call “boom chick” 
piano, boom chick, boom chick, boom chick, and he showed me the chords to 
play. I mean, what notes to push, you know, and then he played trombone along 
with me. I was kind of like in early Aebersold recording, except this was way 
before that. Yeah. This is back in the late ’40s, early ’50s, late ’40s, actually. So 
that was great. You know, I was getting to play with my dad, so I didn't mind, but 
at one point I asked him, why do I push those notes? He said, that's an F6 chord, F 
A C D one, three, five, six. This big light bulb went on. And then I started trying 
to figure out what the other chords were, you know. That was the only theory 
lesson I ever had in my life though, that in one sentence. 
 
Dan’s earliest beginnings with improvisation came from learning melodies of tunes by 
ear. He recalled, “I would just play the melodies and take a little rhythmic liberty, maybe 
embellish the melody a little bit, passing tones or a grace note or something. And I didn't 
think much about it, but I was improvising. It didn't hit me really until years later.” Much 
like many of the participants, Dan began improvising in an organic and natural approach 
in order to satisfy his musical curiosity. 
Dr. Tom Walsh (1966), saxophonist and University of Indiana jazz faculty 
member, also grew up with a musical parent in the home: “My mother was very musical, 
she played the piano.” In addition to his mother, Tom’s grandfather was a singer. Tom 
recalled: 
My grandfather sang in a barbershop quartet, so we would visit them. My mother 
and my grandmother and my grandfather’s friends . . . would come over to their 
house, just [to have] a good time in the evening, [and they] would sing songs in 
harmony. You know, things like, “I'm Looking Over a Four-Leaf Clover” or 
“Down by the Old Mill Stream.” Lots of kind of corny old stuff, “When Irish Eye 
are Smiling,” you know, this kind of stuff. And so, you know, I definitely was 
around that . . . And I feel like that was really important as a foundation. 
 
Another early influence for Tom was his involvement in his local church. At church, he 
began to learn to sing hymns and harmonize at an early age. “So, I grew up going to 
church,” he explained, “singing hymns and being aware of harmonies. And I find that this 
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is something that is missing for a lot of young people today in terms of their musical 
development … just being in situations where they sing, whether it’s singing with their 
family or singing in the church or wherever that might happen.” 
 Tom reported that he began playing and taking piano lessons at an early age, 
when “I was five or six.” When he was taking piano lessons, he made connections to 
music that was featured in movies at the time. For example, he “played ragtime, [which] 
had kind of a renaissance in the 1970s with the movie, The Sting. So, I definitely had 
played some ragtime on the piano.” In addition to these types of musical influences, Tom 
also played “boogie woogie kind of things that kind of related to jazz.” He recalled that 
after a few years, “I started saxophone when I was 10” and “I played in the school band 
program all the way through high school.”  
Tom pointed out that his mother also “would play guitars,” and said that his 
“brother played the guitar, so I picked up a little bit of guitar from him.” He remembered 
watching his mother help his brother learn the melodies to pop songs on the guitar, 
including Led Zeppelin’s,  
“Stairway to Heaven.” Tom remembered that “my mother was helping him figure it out, 
and they were writing down some of the notes.” This notation sparked his interest and 
intrigue; he realized that “you learn something off of a recording.”  
 Much like the other participants, Tom’s natural musical curiosity led him to start 
transcribing at a young age. From the time Tom began playing the saxophone, he “would 
try to figure out some of the things that [he] heard.” He even took an early initiative to 
use a tape recorder “and put it next to the TV,” and he would “wait for when the show 
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was coming on, capture that moment, and record the tune.” Tom then took the recording 
to his “room and learned the melodies” by ear. For example, he learned the theme songs 
to The Muppet Show, The Lou Grant Show, and the Mary Tyler Moore Show. Tom 
recalled that “nobody was telling” him to learn TV show themes by ear. He stated, “I 
don't know why I did it. It’s really kind of funny to look back on it now.” Tom observed 
that growing up in the 1970s, “we [didn’t] realize [then] how much jazz was a part of 
what [we heard], you know, growing up.” He added, “Sesame Street and Mr. Roger’s 
Neighborhood had jazz music” and that influence was there without any conscious effort. 
Unlike Ted, Jay, and Dan, Gary Smulyan’s (1956) earliest exposure to playing an 
instrument was during his upbringing in Long Island and his formative years playing alto 
saxophone in the school music program: 
One day I was in class in the fourth grade, and some kids came around and said 
that Mr. Garry needed some clarinet players to play in band. And I just said, 
‘Wow, that sounds kinda cool,’ you know? Yeah, I’ll try that.’ So, I showed up, 
and it was the alto saxophone. So, I opened up the case, and there’s this beautiful 
instrument. I was, like, ‘Wow, this is kind of great.’ So, I tried it . . . and it just 
felt good. 
 
Gary’s early memories of improvisation occurred while using his aural skills and 
recordings of master musicians with his peers. “You need records and you need your 
ears. And also, you need some friends. You need friends, you need a community of 
people who are interested as well. That's all we had in the ’70s.” 
Saxophonist and University of North Texas jazz faculty member Brad Leali 
(1965) recalled hearing many great recordings while he was growing up in Denver, 
Colorado, from artists such as Cannonball Adderley, Charlie Parker, John Coltrane, 
Sonny Stitt, and Gene Ammons. Brad began “playing at an early age,” and he was 
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influenced by his father, who “used to play saxophone.” Brad recalled that “we had a sax 
in the basement. I wanted to play it. You know, so he got it and got me lessons and 
everything.” From there Brad “started playing in the church.” Additional performing 
opportunities included “the Junior Police Band, which was kind of a concert band for 
students. And then from there I went to the Colorado Honor Band.” Like Gary, Brad 
played in the school jazz band, and his parents helped to nurture his interest in jazz. Brad 
remarked that “growing up, my mom and dad would take me to clubs to hear different 
musicians around town. They were friends of the family and things like that. So, I kind of 
grew up in that environment.” 
 Brad said that after hearing many definitive jazz recordings at a very early age, he 
began to transcribe musicians like Lou Donaldson, although he did not necessarily know 
what the term meant at the time. “I remember at a very young age, the first thing I tried to 
transcribe, I didn't know it was transcribing. I just wanted to learn the tune, and what 
Donaldson was doing was Blues Walk.” Similar to Gary, Brad would get together with 
his friends to play music. “I would get some Aebersolds and [we would] just get together 
and play.” 
All of the participants had moments in their personal musical development when 
curiosity pushed them to be creative beyond written and established music conventions. 
These natural instincts, and in most cases parental support, led them along the path of 
musical discovery that fostered their beginning interest in jazz and jazz improvisation.   
Formal learning. Most of the participants studied their individual instruments 
formally; however, most did not study improvisation in a formal setting. Speaking of 
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formal learning, Jay Daversa remembered receiving his first formal lessons “around eight 
years old.” His father found a local teacher in Los Angeles, George Mays, who “played 
casuals in L.A.” Jay studied with him briefly, “perhaps two or three lessons.” Jay recalled 
mostly working on his embouchure and “the buzzing system.” Because Jay had already 
been playing for “three years plus” and “using just as much pressure as possible on my 
face,” there were a lot of bad habits related to his embouchure that Mr. Mays made Jay 
aware of. “I could play most anything I wanted to, within my ability, at that time for five, 
or ten minutes. But then, my chops were gone.” Jay remembered that Mr. Mays’ efforts 
were “to no avail. Too many embouchure problems to correct.” According to Jay, “Mr. 
Mays was a very nice man,” and he “tried to explain to me how to use the buzzing 
system, but I couldn’t get it. Wish I had.” Challenges with his embouchure seem to have 
plagued Jay in his early development through a good portion of his early playing career. 
Reflecting on his first lessons with Mr. Mays and the “buzzing” system, Jay considered 
this a missed opportunity to avoid “a lot of trouble” as he developed as a trumpeter. “Mr. 
Mays tried to explain the ‘buzz’ system to me, but I failed miserably.  We moved at that 
time and that was the end of the ‘buzz’ and Mr. Mays.”  
Following his brief time studying with Mr. Mays, Jay did not study formally with 
another teacher for a few years. At the age of ten, he began studying with John Dorsch. 
Mr. Dorsch worked with Jay on technical facility on the trumpet: “He taught me how to 
read and the Arbans book.” Jay remembered attending many educational festivals with 
Mr. Dorsch, but “we never talked about my embouchure, chops.” Jay was using 
excessive pressure from his left hand to the point of “cutting my chops. Not good.” Jay’s 
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next teacher was Art Foster, a studio trombonist who played on The Red Skelton Show, 
among many others. He also failed to address Jay’s embouchure issues. According to Jay, 
Mr. Foster was a “good teacher but nothing about the too-much-pressure-on-my-chops 
conversation.” 
During his high school years, Jay studied with Claude Gordon, and after Claude 
“there were a few teachers for a short period of time,” including John Coppola, Joe 
Alessi, Rene Lamart, Bobby Findley, Ollie Mitchell, John Clyman, Bud Brisbois, and 
Jimmy Stamp. According to Jay, all of these musicians were great educators; however, 
the only ones to address his left-hand pressure were Rene Lamart and Bobby Findley.  
Gary Smulyan, much like Jay, never had any formal jazz education training. His 
earliest formal learning came through the public-school music program and private 
lessons at the age of eleven or twelve. Gary remembered, “Early on I had a private 
teacher, who was the music teacher at the high school where my father taught. He came 
to the house and gave me lessons.” In addition to the standard classic literature for the 
saxophone, Gary recalled, his teacher brought supplemental materials that they would 
work on together. “He would bring like the Cole Porter Song Book, and we would play 
just one of those things, not blowing on it or anything.” For Gary at this point, jazz 
seemed “faraway.” It was not until high school that Gary would get his first opportunity 
to play in his school’s stage band. 
Gary recalled the state of formal jazz education in higher learning when he was 
growing up: “There was really not a lot of schools offering at least the variety and the 
sheer numbers of schools today. I mean it was, I think it was probably North Texas State, 
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University of Miami and Berklee. I think those are the really the only three schools that 
had it, maybe a University of Northern Colorado that might have been one as well.” In 
1974 Gary enrolled at the State University of New York (SUNY) at Potsdam, majoring in 
classical saxophone performance. He explained that “there were a lot of gigs up there at 
the time, but in terms of a formal setting, you couldn't major in Jazz Performance. It was 
classical saxophone and playing in a big band.” Though there were many “gigs” in 
upstate New York, there was no opportunity to study “jazz performance formally.” 
Consequently, Gary had no formal experience as a jazz student in higher education due to 
the lack of jazz studies programs nationwide. 	
 Dan Haerle’s formal musical training began in elementary school on a variety of 
instruments, but it wasn’t until his parents let him begin studying the piano that things 
began to “stick.” He recalled, “They gave in and let me take piano lessons, and I took 
piano lessons through elementary and junior high and high school.” Dan remembered 
playing in many formal piano recitals that his teachers would enter him in. Though Dan 
was involved in learning several instruments on and off, he continued his private piano 
study through high school.  
 Upon the advice of his parents, Dan graduated high school and enrolled in college 
as a business and engineering major and “hated it.” Following his first semester of 
college, Dan left and took a year off before returning to Coe College in Cedar Rapids, 
Iowa, as a music education major. According to Dan, “[The] only two-degree choices 
they had were music education or performance.” At Coe College, most students chose to 
major in music education because “we had to get a gig when we graduated,” said Haerle. 
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It was his feeling that though he was a music education major, his teacher, Herbert 
Melinck, treated him as though Dan were majoring in music performance. “He didn’t 
care about the degree, you know, and I did a lot of playing and accompanying.” Speaking 
of his former teacher, Dan said, “He was the first really good teacher I had. My other 
piano teachers taught me pieces, but they didn’t really teach me anything about how to 
practice or you know, about music.” A graduate of Julliard, Melinck is the teacher who 
taught Dan how to practice: 
My first lesson with him, he said, play a C major scale and I played a C major 
scale, but my fingers were flailing around in the air and he said just stop, stop it. I 
can't stand to look at that. I was kind of like what, you know. So, he spent about 
six or eight months getting me to just get my hands under control and not have 
any spasms, you know, but he also taught me how to practice slowly with the 
metronome.  
 
Following his time as an undergraduate student at Coe College, Dan enrolled and pursued 
a master’s degree at the University of North Texas (UNT), which was then North Texas 
State University.  
At the time of his enrollment, there was only one jazz faculty member, Leon 
Breeden, and Dan was granted one of Mr. Breeden’s three graduate assistantships in jazz. 
While a graduate assistant at UNT, Dan taught arranging and improvisation and 
rehearsed a lab band. However, it was in his time studying with and being mentored by 
Dr. Breeden that Dan learned to conduct himself as a professional educator and musician. 
“Leon was my first experience with professionalism in the sense that he treated us like 
professionals.” According to Dan, Dr. Breeden would have them “sight-read a chart” on 
concerts from time to time.  
Much like Jay, Gary, and Dan, Brad Leali did not study improvisation formally; 
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however, he did study saxophone and some jazz techniques in a formal educational 
setting. Brad’s first saxophone teacher was jazz educator and author Dr. Willie Hill. In 
his time studying with Dr. Hill, Brad “learned how to play the saxophone; my foundation 
on the saxophone was all from him.” Dr. Hill worked with Brad on his embouchure, how 
to produce a sound, breathing, and intonation. “He was the one that taught me about my 
fingers” and proper technique. “He’s a great teacher,” said Leali.   
While in high school, Brad began studying with Denver, Colorado, saxophonist 
Rich Chiaraluce. Rich began working with Brad on “more jazz things.” Brad recalled, 
“We would work on scales and tunes. I remember this big thing that he taught me was 
four-bar phrases. Four-bar phrases and things of that nature.” Additionally, while in high 
school Brad studied with a military musician, Cecil Lewis. “Cecil Lewis was … this 
saxophone player that was in the service, and he would come by our high school, and 
kind of give us lessons.” Brad recalled Cecil working with him in the areas of “theory, 
chords, and scales.” Mr. Lewis also discussed with Brad the importance of reading and 
the roles of a lead alto player, as well as those of the other members of a saxophone 
section within a jazz big band. Mr. Lewis also had a small “big band” made up mostly of 
high school students. Brad remembers “leaving after school” and “going over to his 
house to rehearse.”  
It might be assumed that Brad, as a graduate of and current professor of jazz 
saxophone at the University of North Texas (UNT), had studied jazz saxophone at UNT 
with legendary jazz saxophone teacher Jim Riggs; however, this is not the case. “I did not 
study with Riggs because I was not a jazz studies major,” Brad stated. “I never had any 
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jazz study here [at UNT].” As a music education major, Brad did participate in “all of the 
bands” and was a member of the famed One O’clock Lab Band, but his applied 
saxophone lesson teachers were Debra Richtmeyer and Rick Meyer.  
Ted Nash began his musical study on the piano, studying with Abby Frasier. 
Speaking of his time with Ms. Frasier, Ted stated that he studied standard “classical” 
literature. During his elementary and junior high years, Ted began studying the flute and 
clarinet. “My teacher’s name was Lester Roten,” and according to Ted, they studied 
mostly the techniques of playing each instrument.  
Unlike the aforementioned musicians, Ted Nash did have some formal training on 
both the saxophone and jazz improvisation; however, his formal music education did not 
extend past high school. He explained that “I got involved with it when I started studying 
with Charlie Shoemake at the age of 14.” Charlie worked with Ted on scales and chords, 
“but mainly memorizing the solos of Bird and Sonny Rollins and getting the language 
together.” Ted believes that his student-teacher relationship with Shoemake was the most 
important influence in his music education career because it provided the musical 
foundation for his continued development as a jazz musician. 
 Much in the same manner as Ted Nash, Tom Walsh began his formal musical 
studies on the piano at the age of five or six and began playing saxophone at the age of 
10. A product of the public-school band program, Tom played in the school band “all the 
way through high school.” Tom began playing jazz in the sixth grade in the junior high 
jazz ensemble, playing baritone saxophone. His freshman year in high school, Tom 
attended a school in the suburbs of Chicago with a very good jazz ensemble and guest 
	
	
	
69 
artists, which allowed him “to be around a lot of really great musicians.” During Tom’s 
freshman year, he began taking private saxophone lessons from a working musician in 
Chicago. “He wasn’t a quote unquote jazz musician,” stated Tom, “but he [had] actually 
studied with a guy in Chicago who was one of the elder saxophonists.” After being asked 
to play a solo on “Sweet Georgia Brown” by his high school band director, Tom went to 
his private teacher for help: 
Our high school pep band was playing at the basketball game, and our band 
director would just point—we were playing “Sweet Georgia Brown”—and he 
would say, ‘you got it.’ I played it and tried my blues scale, and I noticed that it 
didn't work all the time. So, I went into my lesson the next week, and I said [that] 
I was playing “Sweet Georgia Brown” and sometimes the notes sounded good, 
but then they didn't sound good, and the teacher said, ‘Oh, okay.’ Then he sat 
down, and he wrote out the chord symbols for “Sweet Georgia Brown.” And I 
distinctly remember at that moment, I had no clue what those chord symbols 
meant. I didn't even know what to ask. Like, what does this mean? You know, I 
didn't know any of them.  
 
Following this experience, Tom had a similar experience. During his freshman year, he 
was still taking piano lessons which contained a “theory component”; he was doing 
“written theory assignments” but still had not made the “connection” between what he 
was studying in his lessons and chord symbols. “That year,” he recalled, “I played in the 
first jazz ensemble on baritone saxophone and in the second ensemble on piano.” Tom 
remembered not having any idea about what to play. “I had some piano skills because I 
had taken lesson for so long, but in terms of chord symbols, I had no clue what was going 
on.” In a moment of peer mentoring, a “very talented pianist” from his school tried to 
show Tom what the symbols meant, but “I still didn’t understand” what he was trying to 
show me. It wasn’t until the next summer when attending his first Jamey Aebersold camp 
that “it all stated to click” for Tom. 
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After Tom’s freshman year of high school, his family moved to Louisville, 
Kentucky, where he was enrolled at a performing arts high school. “The jazz program 
there wasn’t as strong as where I had come from,” Tom remembered, “but I connected 
with a guy named Mike Tracy who is an excellent jazz teacher and had studied with 
Jamey Aebersold;” Tracy was the director of jazz studies at the University of Louisville. 
It was during his time studying with Mr. Tracy that Tom began to gain a deeper 
understanding of chord/scale relationships:  
Then there was a group Mike Tracy led when in was high school called the Local 
Jazz Workshop, which was a pulling together of the better musicians from all 
around the county into a group. A couple times some guest artists came in. David 
Liebman came and played with that group. Pat Harbison, who was teaching at the 
University of Cincinnati at that time, came in and conducted one of our 
rehearsals.  
 
According to Tom, the Local Jazz Workshop was not he only opportunity that Mike 
Tracy afforded area students. He also provided opportunities for students to perform 
publicly in a small group setting. “He formed a combo out of [the Local Jazz Workshop], 
and we got to play at the summer music festival at least once, maybe a couple of times, 
outdoor on the city streets,” Tom recalled. Tom said, “[He] just walked in off the street 
and put up a stage.” Getting the opportunity to perform in public, at a music festival, on 
stage, in front of a large audience, was a “really big deal” for Mr. Tracy’s students.  
Tom also spent several summers at different music camps, “I went to Blue Lake 
Fine Arts Camp when I was in junior high school, but it was his time at the “Aebersold 
camps for four years when I was in high school” that had the most impact. “When I went 
to my first Aebersold camp, I already knew my all my scales and had a lot of piano at that 
point, so I had a strong foundation to work with.” Tom stated that he doesn’t remember a 
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specific moment when or “what it was that made it click,” but his experience attending 
the camps was a major turning point in his understanding of jazz. Also during this time at 
the Aebersold camps, Tom was once again surrounded by great artists such as Dan 
Haerle, Slide Hampton, and The Ray Brown Trio.  
It was through the Jamey Aebersold camps that Tom established what would 
prove to be one of his most important student-teacher relationships, working with 
legendary jazz educator David Baker. It was his relationship with David Baker that would 
ultimately lead Tom to attend Indiana University at Bloomington (IU). “I don’t know if I 
met David Baker my first year, but it was the three or four summers that I was in David 
Baker’s class that led me to attending Indiana University as a jazz major, as an 
undergraduate,” Tom recalled. While at IU for his first two years, Tom studied with a 
graduate assistant. “At that time it was fairly common that some students were studying 
with grad assistants,” he said. Tom recalled that “there were more saxophone students 
than Rousseau could teach, so most of the jazz majors studied with a grad assistant.” Tom 
added that “both of my two years there [I studied with] a grad assistant that was very 
knowledgeable about jazz,” which was quite beneficial to his continued jazz 
development. 
Upon finishing his under graduate degree, Tom “knew that [he] was really 
interested in teaching college.” Furthermore, “I also knew that teaching saxophone in 
university probably meant classical saxophone.” Consequently, after some time away 
from school, he auditioned as a classical saxophonist for the master’s program and upon 
acceptance studied with Eugene Rousseau. After earning his master’s degree, Tom stayed 
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at IU and completed his doctorate in classical saxophone performance. Tom stated that 
once he completed his doctorate, “things kind of evolved, you know, in terms of the 
teaching position” at IU, where he is now a full-time faculty member. 
 Informal learning. In learning to improvise, all of the selected participants 
credited their informal learning. Much in the same way, many of the participants learned 
to improvise through various modes of informal learning. For Jay Daversa, the way he 
began to improvise was both informal and memorable:  
Matching pitches I was hearing while not knowing the fingerings, or the names of 
the notes, that I think was very important for my development as an improviser. It 
didn’t matter what key I was playing in.  F# was no different than C. It just took 
different fingerings to play the matching pitches I was hearing from the 
outside.  Internally I was finding the correct valves to push down to match the 
pitch.  [I didn’t have to look at the music, see the note or chord change.] … I was 
hearing it, connecting with it internally, and then bringing it out. [That] was the 
key for me. 
 
It is Jay’s belief that “pitch matching” created a logical path to melody learning and 
embellishment. “Improvisation became a natural next step,” he said. “Having to use my 
ears to find those pitches I was referring to earlier, I would hear a melody and try to 
match that melody. Over a short period of time, I began to embellish the melodies that I 
was hearing.” Early ear training and learning to embellish melodies were Jay’s initial 
experiences with improvisation.  
When Jay was six years of age, he began performing with his father’s dance band. 
Jay remembered that the band would play mostly wedding receptions and private parties 
around the Los Angeles area. At this point in his development, Jay had not learned to 
read music. Because he had heard the songs that his father’s band had played many times, 
Jay said, “I knew where the melodies were going, so I was able to play the melodies with 
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the band and embellish them.” It was these early first gigs when he had the opportunity to 
embellish and experiment with melodies “that formed the logical steps” for Jay to begin 
to seriously improvise.  
In 1957 Jay was a part of a children’s Dixieland group called The Dixie Small 
Fry. This ensemble had “numerous television appearances,” and “one of them was the 
Dinah Shore Chevy Show.” Jay continued, “The reason I mention that is because I met 
Conrad Gozzo on that show.” Mr. Gozzo was playing lead trumpet on the show, and 
following The Dixie Small Fry’s performance, Jay recalled, “he invited me to come back 
and sit in the trumpet section on [following shows].” Remembering the experience, Jay 
explained its significance: “Goz [sic] was never a formal teacher for me, but I learned so 
much sitting next to him as a thirteen-and fourteen-year-old youngster.  I sat in on many 
prerecords for Dinah’s show.  Around 20 years later I was Dinah’s trumpet player on the 
“Dinah And Friends” daily show.” Additionally, it was Conrad Gozzo who connected Jay 
with one of his first private teachers, Claude Gordon.  
 Jay recalled moments beginning around 1976, during his professional playing 
career, when he would inquire from other professional musicians he admired about “their 
approach and description of embouchure.” Jay said, “I took every opportunity to talk with 
them about chops.  It was never to talk to them about how to read, interpret, or improvise, 
because I was already playing by then.” Some of the individuals that Jay informally 
consulted with were John Audino, Pete and Conte Candoli, Malcolm McNab, Chuck 
Findley, Gary Grant, Allen Vizzutti, Chase Craig, and Uan Rasey, among others.  
 Ted Nash, much like Jay, grew up in and around the recording studios as a young 
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musician. His father Richard (Dick) Nash and Uncle Ted Nash were both two of the top 
call studio musicians in Los Angeles on their respective instruments. Ted recalled times 
where his father would take him to the studios to observe.  
My dad would take me to his studio gigs. I remember driving through the gate at 
Universal or Paramount or wherever and he’d sit me down behind the woodwind 
section right in the middle of the studio when I was thirteen years old. I would 
watch my uncle do shows like Mod Squad. I used to love this; they’d have this 
huge screen where they’d project the movie, and my uncle would just play. Mary 
Hartman, Mary Hartman, the Partridge Family, and I sat in some great sessions 
with Quincy’s music. 
 
Following high school and his formal lessons with Charlie Shoemake, Ted didn’t study 
improvisation formally again. “I never took any other lessons except for the occasional 
get together with somebody.” 
When Ted moved to New York to work as a professional musician, “It never 
occurred to me that it might not work out,” he said. “I mean, I had watched my dad and 
uncle work as professional musicians my whole life, so why wouldn’t it work?” Upon 
arriving in the city, Ted began working and “hanging” with some of the best musicians in 
the city. “After I moved to New York, I went over to Eddie Daniel’s house and we played 
together,” recalled Ted. In 1982 Ted became a member of the world-renowned Thad 
Jones/Mel Lewis Jazz Orchestra. Ted remembered, “We always forget about the 
education of just sitting in a band. We had a great section just sitting between Dick Oats 
and Joe [Lovano], what an education. That’s the real education.” Ted remained in the 
Thad Jones/Mel Lewis Jazz Orchestra for nine years. 
 Much like Jay Daversa and Ted Nash, Dan remembered his father taking him to 
gigs when he was around the age of twelve. “He’d take me to gigs sometimes and sneak 
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me into a club that I had no business being [in]. I’d be back stage in the band room, kind 
of with the door open, listening to the band, and I listened intently.” Dan recalled 
listening to specific instruments each night. “[I]t might be the tenor saxophone part” [one 
night], or the “trombone part” the next. 
For Dan Haerle, his learning jazz and jazz improvisation was completely an 
informal process. “I would’ve given anything if I could have gone to a summer jazz 
camp, if I could have bought books on improvisation, or taken a class on improvisation or 
arranging,” he said, adding that for him, it was all “listening, playing, and trial and error.” 
Dan remembered, “[I]t was all experimenting” and “discovery.” He stated, “I didn’t have 
enough knowledge” to do it any other way. “I had to listen and see what sounded good 
and what didn’t.” Dan was of the opinion that this is the best way to learn because “if 
something sounds really awful, you don’t forget that.”   
Dan reminisced about his years as an undergraduate student when he had the 
opportunity to play with some “really good” musicians that were ten to fifteen years older 
than he was.  
This bass player friend of mine and I would go into this club often to hear them 
play and a couple of them noticed that we kept coming back. [One of them asked 
if we were musicians.] And we said, yeah, kind of, and they asked if we wanted to 
sit in. And we said, no, we just came to listen. We were scared to death of sitting 
in then, you know. But finally, they convinced us to sit in, and they were 
wonderful. They treated us just great. They were very sympathetic and patient and 
didn’t beat us up at all. They were helpful with comments and things, and it was 
amazing.  
 
One of Dan’s first “real jazz gigs” was with this particular group of musicians only a few 
weeks later.  “About two or three weeks later, the piano player of that band left town, and 
they called me to take the gig. I wasn’t even sure they had the right person. I thought, 
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wow, what an opportunity, [but] I was scared to death.” Dan still didn’t have enough jazz 
literature “under [his] belt” to cover the vast repertoire of the ensemble.  
I remember clarinet/saxophone player [Ronnie Diehl], who worked at Sears as a 
salesman during the day, would take a Sears business card and write down the 
names of tunes as he thought of them during the day. He’d come to the job at 
night and ask, ‘Do you know this tune?’ And I’d say no. He’d say, “What about 
this one?’ I’d say no, sorry man. I didn't know any of these tunes, but I’d go home 
the next day and learn them and come back and he’d ask me about three or four 
and more. He was constantly challenging me to learn repertoire. 
 
But not all the lessons Dan learned from Mr. Diehl were as easy on his ego. “The best 
lesson I had from him was a hard one after the job one night. We were just talking while 
he was putting his horns away, and he said, ‘Dan, you know, you might be a pretty good 
player if you’d get some fingers.’” At the time Dan did not understand what Mr. Diehl 
meant, but he was “pretty sure” it wasn’t a compliment. Dan recalled that when he 
inquired of his mentor what he meant by this evaluation of his playing, Mr. Diehl said, 
“You need to learn how to move your fingers. You can’t play the piano very well.”  Dan 
thought, “Wow, he is cutting me deep.” Reflecting on the experience, Dan said, “That 
was a tough [thing to hear] because I respected him so much.” 
 According to Dan, the explanation that followed would help set the tone for his 
music and pedagogical approach throughout his career: “He said, Dan, I had to sit there 
with my clarinet for hours practicing arpeggios and scales. It didn't come easy for me. 
You don’t work hard enough, Dan.” Dan referred to this assessment as the “knockout 
blow” for his ego.  Dan stated, “I realized he was absolutely right, and after I left town, 
I’d call him up every year, at least once a year, to tell him I loved him and to thank him 
again for being honest with me.” These types of events really contributed to Dan’s 
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learning to play jazz and improvise “in a big way.” 
 Dan became a lifelong informal learner. He said, “I’m a work in progress. I won’t 
say I learned [emphasis added] to play.” He believes that most of his growth as a jazz 
musician has been through discovery, an ongoing process. Additionally, Dan did mention 
that during a portion of his “discovery” experience, he did make use of Jerry Coker’s 
book, Improvising Jazz.5 Dan stated that this was a “great resource” for him and is “still a 
great resource today.” 
 Brad Leali remembers not having “any formal training” while he was “coming 
up.” He recalled, “I just did a lot of listening, and I remember at a very young age 
transcribing Lou Donaldson’s Blues Walk.” This early attempt at transcribing wasn’t 
something he had been told to do; it was instinctual. This natural curiosity led him to 
gather some friends and try to play and improvise to some Jamey Aebersold play-alongs.  
 Brad also remembered a local musician named Billy Tolles who was a 
contemporary of Lou Donaldson. Brad never formally studied with Mr. Tolles; however, 
he remembered “going to his gigs and he would talk to me.” He recalled a specific piece 
or advice Mr. Tolles’ gave him: “He said, you know, play the tune. Don’t even think 
about the harmony first. Let the harmony come from the melody. Be able to solo by just 
playing the melody.” According to Brad, this was the way Mr. Tolles was taught to 
improvise, and in turn, this method is an integral part of the pedagogical approach to 
improvising Brad uses with his students. 
																																																						
5	There is a complete list of recommended resources mentioned by all participants in 
Appendix C. 
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 Gary Smulyan, much like Jay, Dan, and Brad, didn’t have any formal training 
when it came to learning to improvise. “I learned strictly from recordings,” Gray 
remembered. “That’s how I would practice, just put on a recording and try to play along 
and learn the tunes.” For Gary, there was a simplicity in the method by which he 
learned—listening, imitating, and with very little supplemental material. “Later on,” he 
said, “I developed some very primitive way of playing a little piano, so I began learning 
tunes on piano.” 
Gray recalled an inspiring moment of informal learning that occurred in the 1970s 
when he thirteen years old. He remembered casually flipping through radio stations one 
evening when something new caught his attention:   
I heard African Ripples by Fats Waller and that stopped me in my tracks. I had 
never heard music like that before. It turned out to be part of a show with a great 
disc jockey on WRVR in New York. His name was Ed Beach, and he had a show 
called Just Jazz. The show’s theme song was Wes Montgomery's tune, “So Do It. 
When that thing would come on the radio [sings melody], hey, this is Ed Beach. 
[The show] would focus on one artist for the whole show. And sometimes he 
would do multiple nights. You might have two nights of Kenny Dorham, then 
Jimmy Heath, then whoever. I happened to catch Fats Waller. I was really riveted 
to that. 
 
This encounter with Ed Beach’s Just Jazz became a really important educational 
experience for Gary. Gary said of Ed, “He was well schooled. He wrote liner notes for 
Thad Jones and Mel Lewis records, and he was really a brilliant disc jockey.” Gary 
remembered this experience as being “something quite profound” for him in his early 
development. 
Gary was fortunate early in his development to have a community of friends who 
were all “just as hungry” to learn to improvise as he was. “This community of friends I 
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grew up with—we were either at my house or Gerard D’Angelo’s house or Jeff 
Hirschfield’s house and we would like spend days there,” remembered Gary. He added, 
“That’s just what we did. You try some things out with your friends, you jam, you play.” 
He continued, “[Then] we would go sit in at these clubs at Sonny's Place or other clubs 
and hopefully get a chance to play with musicians who were better than us and get our 
butt kicked.” Gary stated that a large portion of learning jazz and jazz improvisation is 
playing with people who are better musicians. “You can’t always play with people on the 
same level.” It is Gary’s belief that unless musicians play with others whose abilities 
exceed their own, they will not improve.  
Tom Walsh remembered his informal learning as “goofing around” during his 
early years of trying to learn to improvise. Tom recalled, “I can remember as young as 
seven trying to write some music. I don’t know why. I was just trying to make up some 
things. It didn’t amount to anything, but that was … part of … my curiosity.” It wasn’t 
until he began playing the saxophone that his experimenting with improvisation started to 
take on more of the jazz characteristics. “I had a couple of friends, [and we] would goof 
around together. One of them was taking lessons with somebody who knew a little bit, 
probably just a very little bit, [and he] showed him the blues scale, and then he showed us 
the blues scale.”  Tom remembered how he and his friends would get together before 
school and “just jam on the blues scale.” Though Tom remembered this event fondly and 
felt it was important to his development at the time, he still had had very little 
comprehension of what was actually going on theoretically. However, by the time Tom 
had entered high school, he learned all his major scales:  
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I had heard this rumor that before you go to high school, you need to know all 
your major scales. I was like oh my gosh, I better learn them, so I worked on that. 
I was taking lessons working out of the Rubank books, but I kind of took it upon 
myself to learn all of our major scales on the saxophone before my freshman year, 
because I wanted to be able to measure up. 
 
This knowledge certainly would have given Tom a head start as he began to study music, 
particularly jazz improvisation, more seriously in his high school years.  
An additional mode of informal learning for Tom was his interest in jazz history 
at an early age, for which he credited “just the reading of liner notes.”  He recalled, “My 
parents, but in particular my dad, were always in record clubs, so there were always 
records coming into the house. At some point, we got the Smithsonian Collection of 
Classic of Jazz, which had a wide range of styles historically and a great little booklet. 
Just reading liner notes got me started reading jazz histories.” Tom also remembered 
being assigned a twenty-to-thirty-page term paper his sophomore year and choosing the 
topic of the history of jazz. He said, “I don’t know if it was all the liner notes or a 
particular book that I read working on that term paper, but after that point, I just started 
reading jazz histories.” Tom went on, “No one was telling me to do this, you know. 
Looking back I’m not sure why I started doing it.” Around that time, Tom remembered, 
he had his mother drive him to the public library and the University of Louisville library 
to find more texts on jazz history. Tom concluded that this burst of interest in jazz history 
could have been the result of the influence of the Jamey Aebersold camp and his 
connection with Mike Tracy. He remembered the camps as having been a “very intensive 
experience that really connected to the real jazz world.”  
 It was during high school that Tom began to seek out opportunities to see “live 
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jazz” outside of the formal setting of the classroom and summer camp settings. He 
explained the experience: 
There was a jazz festival sponsored by Kool cigarettes. They would go from city 
to city, probably not unlike the Jazz at the Philharmonic series where they would 
go from city to city. It would be like two or three days of jazz, lots of different 
artists. I saw Oscar Peterson’s trio, Wynton and Branford Marsalis, and I even 
drove to Cincinnati to see Phil Woods. I was hearing live jazz … which is really 
very important. 
 
Tom went on to emphasis the importance of hearing live jazz: “You’re absorbing it 
differently when you hear it live,” than when listening to a recording.  
 Tom’s informal learning continued after his years in high school. During his years 
as an undergraduate student at Indiana University, Tom played many “big band dance 
gigs” and connected with a professional big band in Louisville. These early playing jobs 
with more seasoned musicians aided Tom in ascertaining how to perform as a more 
complete professional musician, as well as in introducing him to the business side of the 
music industry.  
  Aural learning. When speaking of how they learned to improvise, all of the 
participants spoke at length on the subject of aural learning. Throughout this section on 
learning to improvise, aural learning is a common thread for each participant with how 
they learned to play jazz. Jay Daversa remembered aural learning as being “essential,” 
because he was playing gigs at the age of six but wasn’t able to read music yet. Jay 
stated, “Well, when I was young, it was either play or just sit there, ‘cause [sic] I couldn’t 
read. It was a matter of you hear it, concentrate, and put that melody in your head. And 
after a few times, it either sinks in or it doesn’t.” According to Jay, many people have 
speculated that he might have perfect pitch, but Jay said, “I do not have perfect pitch; 
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however, when I have the horn in my hand and [am] listening to a tune, I know what key 
we’re in and what the notes are that are flying by.”  
 For Jay, learning to improvise was “all about being able to match those pitches,” 
which was a skill he developed and mastered very early in his musical development. Jay 
remembered: 
It just took different fingerings to play the matching pitches I was hearing from 
the outside. Internally I was finding the correct valves to push down to match the 
pitch. Having developed that skill, not having to look at the music, seeing the 
note, or chord change, just listening and internalizing it and bringing it out. I was 
hearing it, connecting with it internally, and then bringing it out, that was the key 
for me. Not studying it, because it has to be automatic if you’re going in that 
direction and want to do it that way.  
 
The “internalization of pitch” and being able to “reproduce” those pitches “automatically 
without missing” is how he learned to improvise and ultimately how he mastered the 
bebop language that he heard.  
 Jay never spent a significant amount of time transcribing the solos of other artists. 
Though Jay is heavily influenced by the music and style of Clifford Brown, he stated that 
he never really did any Clifford Brown transcriptions: “I didn’t hear Clifford Brown until 
1959 or ’60, so I didn’t try to emulate people. However, after having played in the studios 
where in many situations they wanted this kind of solo, or that kind of solo, I would go 
home and listen to those individual artists and learn to sound like them, but I never 
transcribed their solos. I just listened.” Jay remembered getting called for a John 
Williams session where Mr. Williams had requested a trumpet solo that would sound like 
Miles Davis. “I just went home and listened to a few solos and I knew what [Miles] 
sounded like. After that I got several calls for sessions wanting Miles like solos,” Jay 
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recalled.  
 Dan Haerle learned to improvise by learning and embellishing melodies by ear. “I 
was getting a lot of good ear training just in transcribing the melodies to songs,” Dan 
said. “It wasn’t just the melodies. I discovered that if you played a chord sound, you 
could arpeggiate the notes in different orders; you could come up with some new 
melodies that way.” He continued, “You know, I experimented because I didn't have 
enough knowledge to tell me, okay, this minor chord is a two chord and B flat, so it 
should be the second mode, Dorian. No, I didn't know any of that, so it’s all just by ear, 
and I’d play a note and say, oh no, no good. Ah, yeah, that one sounds nice.” It was this 
discovery that taught Dan that harmony is an essential part of improvisation. “Remember, 
there were no jazz books available at that time,” he said, “so that’s how I learned by 
listening and learning melodies and figuring out what the chord sounds were.” Dan 
recalled using the “chord sounds” and “some passing tone,” along with listening, 
imitating, and trial and error in developing his jazz vocabulary.  
 Much in the same way as Jay, Dan never really spent a lot of time transcribing the 
solos of others. However, he did remember a time in the 1970s when out of curiosity, he 
did do some transcribing:   
I remember in the early ’70s, right around the time of Return to Forever … Chick 
[Corea] was still doing some dates with other people, and I transcribed three of 
his solos from three different albums … one Bobby Hutcherson, one Hubert 
Laws, and one Stan Getz of [the tune] “Windows.” All these were recorded in 
about a year and a half of each other. I thought, well, this will be interesting, so I 
transcribed them. Of course, Chick is easy to transcribe because he’s very 
articulate rhythmically and very clean. These solos are two or three choruses, and 
I discovered that in each of the solos there were no more than a handful of notes 
that couldn’t be explained as chord tones or scale tones. I thought, wow, he was 
using diminished scales and altered scales and so forth. He was colorful and kind 
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of bright for Chick Corea, but it knocked me out that there were no more than a 
handful of those that I couldn't account for. I thought this guy really knows his 
scales, but also everything was diatonic to whatever the sound was. It showed me 
what rhythmic and melodic interests you could conjure up by just playing in the 
key in the scale.  
 
Through this process, Dan came to realize that Chick Corea had done his “homework.” It 
was clear to Dan that Chick knew his scales, chords, and their relationships, as well as 
how to create music that was both melodic and harmonically interesting. Additionally, 
Dan discovered that Chick was able to play in a plethora of styles. “Now, you have to 
realize this was just a few years after Chick had been playing like Cecil Taylor,” stated 
Dan, “you know, out there in orbit somewhere.” Dan recalled that back in the early and 
middle ’60s, Chick had been playing in the styles of Wynton Kelly and then McCoy 
Tyner. This period of transcribing assisted Dan in discovering the evolution of the styles 
of Chick Corea, but it was not necessarily a mode Dan used in building his jazz 
vocabulary.  
Aural learning for Ted Nash began with early attempts at improvising with his 
father, but in his lessons with Charlie Shoemake, it seems to have come after some 
technical facility had been established. Ted recalled that “Charlie presented me with a lot 
of information” regarding scales, chords, solos and tunes to memorize, and he also 
recorded the “chords to whatever song we were working on.” This gave Ted a primitive 
version of a play-along to work with. Following his time memorizing a particular solo 
and tune, Ted would improvise to the “tapes” of chords his teacher had given him. Ted 
offered, “I could sense and hear when [what I was playing] was not within the right 
harmony. I could hear the notes that were not working.” Ted did not remember his 
	
	
	
85 
teacher ever telling him “what to play;” he just trusted that the process would work.  
 Brad Leali remembered the importance of aural learning as “almost strictly the 
way I learned.” He stated, “I had no formal training on how to improvise growing up, so I 
learned through a lot of listening and transcribing.” As previously mentioned, Brad began 
with transcribing Lou Donaldson’s “Blues Walk” but quickly moved on the solos of 
Charlie Parker, Sonny Stitt, Gene Ammons, and Stanley Turrentine. Transcribing was not 
only a major mode of learning to improvise for Brad, it also serves a sizable role in his 
pedagogical approaches.  
 Tom Walsh recalled a specific introduction to aural learning in the formal setting 
of his elementary band class. He described how his teacher implemented it:  
Mr. Hollander would come to the elementary school [to do sectionals] when I was 
in the sixth grade …. I guess maybe at some point enough people had just quit 
band or had already been pulled up into the junior high jazz band. I was still there, 
and he would do call-and-response with us. He would have his trumpet out and 
tell us, [for instance], ‘This is going to start in G.’ He [would play] a little riff, and 
then we would have to play it back to him. At the time, I had no clue what that 
was about.   
 
However, Tom’s experience with aural learning was not limited to the formal music 
classroom. Much in the same way as Brad, Tom began to transcribe solos. For Tom, what 
first caught his attention to transcribe were saxophone solos from Top Forty rock tunes. 
“Supertramp had a song called “The Logical Song,” and when I was in junior high 
school, I learned the saxophone solo off of that.” Another solo Tom remembered learning 
was Clarence Clemons’ solo on Bruce Springsteen’s “Born to Run.” Tom stated, “that 
one was really spontaneous.” Much in the same as with the other participants, no one was 
telling Tom to transcribe things he was hearing, but it was an important part of his 
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learning to improvise and of his pedagogical approach with his students. 
 Gary remembered that when he was learning to improvise, it was “all aural 
learning.” He said, “That’s all we had … our ears and our instincts.” As it was with many 
of the participants, when Gary was learning to improvise, there were no resources 
available for learning jazz, other than recordings. “Whether that’s better or worse, who 
can say,” Gary commented. “We didn’t have everything at our finger tips in two seconds 
like kids do today.” He added, “It was just listen and play, listen and play, listen and play, 
imitate, listen and imitate, listen and imitate. That’s basically how you learn to play 
anyway, right?” For Gary and most of the participants, the lack of jazz educational 
resources regarding improvising left them few options other than aural learning.  
Visual learning. Most participants did not discuss visual learning as it relates to 
their learning to improvise. However, it is worthwhile to note that Ted Nash discussed 
visual learning as he recalled studying with Charlie Shoemake. “My teacher [Shoemake] 
handed me transcriptions when I was a teenager, for the most part,” Ted remembered. 
“He [had] already transcribed everything, and I would just memorize them.” Ted recalled 
memorizing and practicing the Bebop mainstream solos of Clifford Brown, Bud Powell, 
Dizzy Gillespie, Miles Davis, and Hank Mobley, among others. Ted stated that early in 
this process, he wasn’t sure what the objective was. “But after a while, you just sort of 
absorb the language you’re playing…without even choosing, you’re developing your 
language.” However, Ted did state the importance of musicians doing transcriptions 
themselves. He explained, “I did some more transcription work on my own. I would have 
benefited more from doing the transcriptions, but I think for a very young kid, it takes 
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forever to transcribe.” Ted doesn’t discount visual learning, but he said, “Memorizing is 
much more difficult when you’re reading something or looking at it than it is if you’re 
using your ears.” Like all of the other participants, he believed that the ear must be 
trained first.  
Learning tunes. Learning the songs of the Great American Songbook is 
something all of the participants in this study emphasized as a part of what all great jazz 
musicians have done. Ted Nash stated that for him the best way to learn and memorize 
tunes is “to listen and not to look.” Ted asserted that has always been easier for him to 
learn tunes by listening and playing along rather than trying to read a tune from written 
materials. Ted believed that when he learns a tune by ear rather than visually, he 
memorizes it quicker and retains it longer.  
  Jay Daversa always learned tunes aurally. “The ears always come first,” Jay said. 
Because Jay started playing at such a young age and had not learned to read music, 
learning tunes by ear was his only option. “Like I said before, it was either play [by ear] 
or just sit there, because I couldn’t read early on.” Once Jay could read music, he 
continued to learn tunes by ear. “They stay in better if you do it that way,” he said. “They 
seem to stick around longer.” For Jay, the lack of jazz educational resources also was a 
significant factor in learning tunes by ear rather than visually. 
Gary Smulyan, much like Jay, learned tunes aurally. Gary explained, “It all goes 
back to records, you know. It was just playing along with records. I didn't have any Fake 
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Books,6 I don’t even think there were any Real Books7 or Fake Books. I might’ve owned 
one Fake Book of like Broadway tunes or something. The only thing we had were 
records.” Gary remembered “playing tunes over and over again” with recordings until he 
had memorized them. According to Gary, “It was repetition, like everything else.” Later 
in his musical development, Gary would learn the tunes at the piano first and then learn 
them on saxophone, which he found increased retention.  
Dan Haerle also learned tunes aurally from recordings rather than visually. Dan 
stated that although he did not realize it, the process of learning tunes from recordings 
was valuable ear training. He added, “I would say the bad news, good news. The bad 
news is there were no Fake Books then, so we had to learn tunes off of recordings by ear. 
The good news is there were no Fake Books then, so I had to learn tunes off of recordings 
by ear.” However, Dan did find that Fake Books can be a good source when used as 
supplemental material. “I tend to prefer to use a Fake Book as kind of a dictionary,” Dan 
continued. “If you're not sure how to spell a word you look it up, so use your rule book, 
and you look it up. Oh, that’s a minor seventh, not a sharp ninth. You know, and make 
those little adjustments to your hearing.”  
Dan recalled that another lesson he learned by committing tunes to memory was 
to be able to keep track of the melody at all times:  
My folks had all kinds of great recordings, [including] a recording of Oscar 
Peterson, with Ray Brown, just the two of them playing, “I Only Have Eyes for 
You.” I knew that melody, so I could sit at the piano and play the melody or just 
hear it in my head and keep track of where Oscar was in the form of the tune. I’ve 
always done it very well. I could do that because I had the ability, but it didn’t 
																																																						
6	Fake Book may refer to any number of jazz lead sheet compilations. 
7	Real Book may refer to any number of jazz lead sheet compilations. 
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occur to me until later that I could do that because everything he played sounded 
good with the melody. I’m thinking he must have had the melody in his head too 
…. I didn’t realize that I was improvising my rendering of the melody, you know?  
  
The skill set of knowing the melody thoroughly enough to always keep track of it is not 
only a large part of Dan’s playing but something he applies in his pedagogy, as well.  
Brad Leali, like the other participants, learned tunes aurally. Brad stated that the 
first thing he did when learning tunes was to obtain a recording of the tune. “If it was a 
standard, I would always get a vocal version of the tune. I always started with a vocal 
version of someone that sang the tune pretty straight with little embellishments,” said 
Brad, because he was taught that horn players should strive to “emulate the human 
voice.” Brad would also try to obtain multiple versions of a particular artist singing the 
tune when trying to learn the tune. “Then the next thing, I would try to take the melody 
through all the keys.” Brad noted that musicians never know what key a tune might be 
“called in,” or they might be working with a vocalist who does not sing the tune in the 
key they learned it in.  
 Much like the other participants, Tom Walsh began learning tunes when there was 
a limited number of resources. He remembered using a cassette player to record himself 
playing the chords at the piano and make himself a play-along to practice with. Tom 
preferred to start with a “classic version” of a tune if one exists. He recalled, “It might be 
a tune I’ve already heard a bunch of times. I often spend time at the piano playing 
through the chords and playing the melody. If there are challenging parts of the tune, I 
might put the pedal down and hit that chord and then improvise over it.” However, his 
process for learning tunes became much more detailed upon meeting David Baker. 
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Tom described in some detail how David Baker taught him to learn tunes in their 
time together at the Jamey Aebersold camps and in David’s improvisation courses at 
Indiana University. Dr. Baker eventually compiled his methods into a book, How to 
Learn Tunes.8 Tom admitted that there is “a bit of rote learning” and repetition when it 
comes to playing the melody, but he said there is a lot to know regarding the melody’s 
relationship to the harmony:  
A bit of strategy in terms of recognizing how [the melody] relates to the key and 
what the intervallic structure is. There’s a lot buried under that statement, in terms 
of just understanding melodic structure, that I have now that I didn't have when I 
was 16, and David Baker was influential in that process. Basically, there are two 
books that illustrate the formulas [for ii-V7-I], chord progression, and formulas 
beyond ii-V7-I in the way I learned, David’s book . . . and [Jerry Coker’s book] 
called Hearin’ the Changes. They basically both teach the same thing. 
 
The rigorous concepts that Tom learned from Dr. Baker became important to Tom’s 
“whole routine” of learning jazz literature; they also became the model for his own 
pedagogical approaches.  
Dr. Baker’s process that Tom applied to his own learning began with ear training 
and Tom’s singing common chord progressions found in jazz standards. He explained the 
process: 
In David's theory classes at the Aebersold camp and his improvisation class at IU, 
he would take a tune like “Blue Bossa” and have you sing the roots, and 
sometimes he’d have you do little things that would help you find what the next 
one. When you get to the seventh and eighth measure of “Blue Bossa” and you’re 
on a C minor chord, the next chord is going to be Eb minor. He would have you 
sing the half steps to get there [sings voice leading], and that would cue you into 
how to find that next one. 
 
																																																						
8	See Appendix C for a complete list of resources mentioned.	
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Tom used this process to create what he refers to as a “roadmap” for “formulas”9 that he 
is familiar with, and when unique “formulas” occur he was immediately able to recognize 
and remember the interval. According to Tom, this method of singing and aural 
memorization that he learned from Dr. Baker is very important in the tune-learning 
process, because it teaches how to memorize the sound of particular chord progressions. 
For Tom, “internalizing” the harmonic sounds allows a musician to hear ahead for the 
harmony that is coming up. He explained in more detail: 
It’s like driving down the road, looking ahead; there’s a school bus, there’s an 
intersection, there’s somebody stopped, and you’re looking for what’s going to 
happen. That’s what you’re doing when you’re playing; you’re listening for 
what’s coming up. You’re hearing that next forward before it happens … leading 
you to that next chord. In music, your ears function in musical space, the way that 
your eyes function in physical space. If you want to walk out the door, you’re 
going to turn and look at the door. You will go to where your eyes lead you. In 
musical space, you go where your ears lead you.  
 
Tom said his primary goal in learning tunes is to build his “hearing.”  
 
 The next step in learning tunes Tom mentioned is grounded in a deep theoretical 
understanding of the harmony. “It may seem like it’s all a head game,” he said, “just 
thinking, thinking, thinking.” For Tom, every exercise is aimed at flushing out that 
musical space. He explained the process with an analogy: 
I think about it like when you’re making a puzzle, and at first you’ve got a bunch 
of pieces, and none of them are fitting together. You don’t know what to do. You 
start to fit these two pieces that go together. Cool. At some point you start to 
develop some strategies, like [making] the edge first. Then you get your edge, and 
then you’re looking at the other pieces, and you probably have a picture, and you 
can tell there’s a sky in the picture, and this piece is blue. It looks like the sky, and 
you might set it in that space. At some point, you’ve got part of the picture. You 
don't have the whole picture. That’s what learning tunes is like.  
																																																						
9	When Tom refers to “formulas” here, he is referring to common chord progression in 
jazz standards, such as ii-V7-I or iii-vi-ii-V7, backdoor progressions, etc.		
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Tom described singing roots as “getting the frame of the puzzle together.” Then his 
second step consists of playing and listening to the harmony at the piano. As he begins to 
listen and hear the harmony, he begins to put the picture together. 
 The third step in Tom’s tune-learning routine is “digital patterns.” Tom begins by 
playing digital patterns that begin on the root, and then he moves to patterns that don’t 
start on the root. “At first, I would do digital patterns and start on the root, because you’re 
reinforcing the roots, and then you start doing digital patterns that don’t start on the root. 
That’ s difficult.” He continued, “A simple digital pattern would be 1, 2, 3, [sings 
melody]. Okay, now let’s do 3, 4, 5 [sings melody]. Well, that’s more difficult, because 
you’re not starting on the root. Think of the root, and find the third.” According to Tom, 
there are a “kazillion” digital patterns one can do.  
 The fourth step in Tom’s tune-learning routine is “chord pairs.” This process 
involves taking two adjacent chord tones and making the harmonic connections through 
the entire tune progression. He explained: “So, I will go, 1 to 3, 3 to 1, 3 to 5, 5 to 3, 5 to 
7, 7 to 5, 7 to 9, 9 to 7. What that does is it’s being able to randomly access every chord 
tone, and it helps to fill in the picture, like that puzzle, where you’re going to have a more 
robust knowledge of the whole thing rather than just having pieces of it.” Tom will do the 
same exercise with the extensions of the chords and their alterations, 11 to 13 and 13 to 
11. 
 The final step in Tom’s routine is “guide tones, sevens resolving to thirds and  
expanding.” In this exercise, Tom will go through the “guide tones”10 starting on the 7th 
																																																						
10	In jazz, guide tones are most often referred to as being the 3rd and 7th of the chord, 
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and 3rd “and in a more expanded way going through and creating voice leading.” Tom 
stated, “I’m going to start on the fifth, and I’m going to go up instead of going down, and 
I’m going to see if I can just move by a half step or a whole step from chord to chord all 
the way through the tune.” Tom also mentioned a method of employing this exercise 
within a two-octave range on the saxophone. “I’ll start on my low D, and when I get to 
high D, I’ll turn around and come back down and just keep moving.” Tom asserted that 
there is a plethora of permutations in employing this exercise.   
Additionally, Tom emphasized that all of the steps in his tune-learning routine 
should be done from memory. “Do everything after this point from memory, so you’re 
reinforcing your knowledge,” he said. Tom mentioned that he does more of a “shorthand 
version” of this process now; however, when he was learning to improvise, he did follow 
this routine closely and recommends that his students do the same. 
Influential musicians and recordings. Most of the participants referred to 
musicians and specific recordings that had an impact on their early development. 
According to Gary Smulyan, “Every young musician needs an idol, someone to emulate.” 
He continued, “For me it was Phil Woods. I had a recording of every note he ever 
recorded. I even dressed like Phil Woods. I had a little leather hat and leather strap like 
Phil. I watched his body language when he played and tried to copy that.” He added, “If 
you look at recordings of me when I was sixteen—I was playing alto back then—I looked 
																																																						
because the majority of jazz standards are made up of the ii-V7-I chord sequence. 
Because this common chord sequence moves in a progression of down a fifth, the 3rd of 
each chord would be the leading tone of the chord that follows, and each chord’s 7th 
serves as its own leading tone. 
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and sounded just like Phil Woods.” Gary recalled saving $40 to buy an out-of-print 
record of Phil Woods, “Sugan,” from a record collector in Long Island. Gary also 
remembered being influenced by Charlie Parker, as well. “If I had to distill stylistically 
how I played when I was playing alto sax, it would have to be those two guys.”  
Regarding influential recordings, Gary stated that the complete Phil Woods 
discography would have to be at the “top,” but he also mentioned other recordings that 
were important to him: 
I really loved this Charlie Parker album, Apartment Jam Sessions, which was a 
record of just Bird solos. I loved Charlie Parker with Strings. I loved Louie 
Armstrong’s Hot Fives and Hot Sevens. All the Thad Jones, Mel Lewis 
[recordings], I loved those records. I’d listen to those records until there was 
nothing left, just dust on the turntable on those records. I loved Jackie McLean, 
Frank Strozier, Jean Quill, Leo Wright, and Tony Poindexter. I mean, I was really 
in an alto heaven, and that was really my jazz heaven. 
Gary said he ate those recordings for “breakfast, lunch, and dinner.” He credited them 
and the Ed Beach radio show, Just Jazz, as real “beacons” of jazz influence.  
Dan Haerle remembered listening a lot to the “traditional beboppers” (Charlie 
Parker, Dizzy Gillespie, and Miles Davis) early in his musical development. He also 
recalled the piano players he listened to at that time: Nat Cole (before he was discovered 
as a singer), Bud Powell, and Oscar Peterson. He specifically described hearing Bud 
Powell play in New York City: 
I remember when I was a senior in high school, I used to go to the original 
Birdland when I lived in New York in the ’50s, and they had a Coke section 
where you could sit if you were underage. I heard some amazing things there that 
had a huge impact on me. I heard Bud Powell, and [hearing his] dynamic range in 
person was just outstanding, because he hit some notes so strong, you’d swear the 
keys [were] going to go down through the piano and other note you weren't sure 
he played. I mean, it was very expressive, and I never recovered from that. [It] 
was very influential. 
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Dan stated that it would be “impossible to list everyone that was influential.” He recalled 
that often it would be “one particular thing or album” that would change his way of 
thinking or spawn creativity. 
Ted Nash recalled his first major influence being Charlie Parker and a recording 
called “Air Conditioning.” Ted recalled, “I think there was a song also called ‘Big Foot 
Blues,’ [a blues] in Bb. That was the first solo that I memorized.” As Ted began a more 
serious study of jazz improvisation in his high school years, he found himself influenced 
by a Sonny Rollins recording entitled Live at the Village Vanguard: 
It was my favorite for a good two or three years and is still my favorite record of 
his, because of the looseness. I think he was at the height of his creativity and his 
humor. There’s no piano in that record, so it’s very open. That record for me just 
kind of has everything that jazz is, and it doesn't necessarily mean it’s a modern 
jazz record. I mean, it’s all swinging; people today sometimes equate swing with 
something old fashioned, but for me it contains everything that jazz improvisation 
is. 
 
Like Dan, Ted said there are many recordings that he could list; however, these two are 
the ones that had the most profound impact on his development as a jazz improviser. 
 Brad Leali remembered the music of Cannonball Adderley, Charlie Parker, Lou 
Donaldson, Eddie “Cleanhead” Vinson, and David “Fathead” Newman as being the most 
influential during his early development. Brad mentioned the Cannonball Adderley 
album, Portrait of Cannonball, and the Miles Davis albums, Milestones, Walkin’, and 
Midnight Blue, as being particularly impactful. He also cited the album Clifford Brown 
and Max Roach, which features Clifford Brown, Max Roach, and Harold Land.  
 Tom Walsh reported having been influenced by many jazz artists and albums, not 
only in his early years but throughout his musical development. The first album Tom 
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noted is Art Blakey’s Africaine.  
After I went to my first Aebersold camp, David Baker told me I need to start 
transcribing solos, so I went home and wrote down every Lee Morgan and Wayne 
Shorter solo on the entire album. I didn’t know the chords to two of them, so I 
wasn’t really able to analyze them per se, but I was able to recognize some things. 
 
This was the first of many transcriptions Tom would write while learning to improvise. 
Mike Tracy had Tom transcribe Cannonball’s solo on “On Green Dolphin Street” from a 
Miles Davis album entitled 1958 Miles, which was a compilation of the septet’s 
recordings. Tom also mentioned several box sets issued by the Time Life Music 
Company: “Time Life issued a ton of box sets, like Benny Goodman and Billie Holiday 
box sets. I listened to the Billie Holiday box set, and that’s where I heard Ben Webster 
and Lester Young and all the great players . . . on those recordings.”  	
 Tom was exposed to the artistry of Sonny Rollins through his parents’ record 
collection and through a compilation entitled Smithsonian Collection of Classic Jazz. 
After hearing Sonny Rollins, Tom was able to get his album, Saxophone Colossus. 
“[T]hat was a big one,” Tom recalled. After Saxophone Colossus came a series of 
recordings that Tom remembered as important: Cannonball Adderley’s Phenix and 
Things are Getting Better and John Coltrane’s Blue Train. Tom also noted that at “some 
point,” Sonny Stitt and Joe Henderson became “very influential,” and he owned multiple 
recordings of both artists. Growing up and learning jazz in the 1980s, he said, meant that 
“everyone was influenced” by Michael Brecker. Tom recalled that he did not listen to the 
Brecker Brothers very often, “but [Michael Brecker] made a record with Hal Galper 
called Reach Out, which was one that I listened to a lot.” 
Tom also talked about the influence of saxophonist and educator David Liebman 
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as being a major influence on his development and career. He explained in some detail:  
You know, Liebman was a big influence on me, so I bought a lot of his records 
over the years, and I’ve seen him play live many, many times. Liebman is 
somebody who has had a tremendous impact on jazz education. There’s a lot in 
terms of my pedagogy I owe directly to David Liebman, as well as to David 
Baker and Mike Tracy. Listening to Liebman’s records and trying to understand 
what the heck is he doing [is very instructive.] Seeing him live, [you experience] 
just the energy of what he does … he’s had a steady band, so when you go and 
hear him, you hear a band.  
 
Tom’s list of impactful recordings and musicians “goes on and on,” he said.  
 
 Unlike the other participants, Jay Daversa stated that he was not overly influenced 
by any one musician or recording. “I really didn’t listen to a lot of things or a lot of 
people as a youngster,” he explained. “I didn’t hear or know about Clifford Brown until 
’59 or 1960.  First thing I heard of Miles [Davis] was Sketches of Spain when I was 
around 15 years old.” Jay found that not being heavily influenced by any one recording or 
musician had advantages when he was a young player: 
Having not studied any of these players as a young guy, I was most likely less 
influenced by other players. I was able to find my voice earlier than I might have 
if I had been trying to play like these guys. You can’t help but be influenced by 
them later on because they’re undeniable as artists. By the time I was 15, I’d 
already been playing for 10 years. Having played for so long [without] listening to 
all the people I perhaps should have listened to gave me my own direction.   
 
Also, Jay never spent time transcribing and studying the solos of other musicians or tried 
to mimic other artists when he was learning to improvise. He summed up his personal 
experience:  
A lot of people have done that, and it would’ve probably been a great thing for me 
to have done, but it was just not me to do that. I would listen to Clifford Brown 
solos, and what I gained from that, to some extent, was the ability to sound like 
him when I needed to turn that on. The vibrato, his unique lyrical style, [is] so 
beautiful.  Don Fagerquist was another great player. He had a whole different 
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style of being lyrical, but for me, just listening to them helped me to be able to 
play in their styles to some [degree]. 
 
Jay stated that he was influenced by many artists later in his career, but he noted that he 
“could already play at that point.” Some of the artists and musicians Jay mentioned as 
being influential are Clifford Brown, Miles Davis, and Conrad Gozzo.  
Volume of work. Some of the participants discussed the plethora of hours they 
spent learning their instruments and internalizing the language while learning to 
improvise. When talking about the way he learned to improvise, Jay Daversa said, “It’s 
really concentration, but all those skills that I developed as a youngster of hearing a pitch 
and being able to find it on the horn without missing, that builds the confidence to go for 
the note your hearing.” Jay continued, “Those kinds of skills come from many hours of 
just playing and playing and experiencing it. Not studying it (head knowledge), because it 
has to be automatic if you’re going in that direction to do it that way.” Jay indicated that 
to be a proficient improviser requires years of practice and experience. 
Ted Nash also commented on the volume of work required to learn to improvise. 
For him, it was “all about memorizing the solos” and “internalizing the mainstream 
bebop language.” Early in his development, Ted would “put the tape on for two hours 
and just play.” He remembered his playing as being “awkward” and just not “happening 
for him yet.” He said,  
I couldn't figure out how to use half steps to get between degrees of scales and all 
that basic stuff, which you just start to get a feel for. And if you hear people who 
don’t know how to do that, it’s just because they haven’t spent a lot of time 
working on it or listening to that kind of music. 
 
For Ted, learning to improvise was about many hours of listening, playing, and getting 
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experience, which he felt was something that no teacher can teach. Ted added these 
thoughts:  
I think that it gets frustrating because you hear other people doing it and you say, 
‘well, I know these chords and scales, why can’t I improvise?’ It’s mainly 
because you haven’t done enough of it. And I always tell people, as long as you 
work on it, you will get better. And suddenly, magically, a few months later, all of 
a sudden, I could connect the dots. I could connect to the chords. I could do all of 
that. That was an incredible feeling. It’s sort of like, whoa, magic opened up, and 
it was like, now I can do this, but to get to that point, I had to work and work and 
work.” 
 
Ted believed that a large portion of his learning to improvise was learning to trust that 
through the process of listening, playing, and gaining experience he would get better.  
 Dan Haerle recalled a particular lesson he learned from his undergraduate piano 
teacher regarding practicing and the volume of work required to perform difficult 
passages of music. “I went in for a lesson one day and he said, ‘Okay, play your Sonata.’ 
I started playing, and I came to this difficult passage that I had practiced a lot, and I 
folded, just disintegrated. I got real indignant and said, ‘I must have played that 50 
times.’” Dan continued, “He just looked at me like, you’re so lame, I can't believe you 
said that. [Then] he said, ‘Well, I guess it wasn't enough.’ Oops. You mean you got to get 
results?” This was an epiphany during Dan’s development that he remembered 
throughout his career.  
 Later in his career, Dan was not pleased with his playing and resigned his faculty 
position at the University of Miami. Dan recalled, “I felt like I needed time to practice, 
and I wasn’t sure I wanted to teach the rest of my life.” Not happy with his ability to play 
comfortably in all twelve keys, Dan began to practice in specific keys for months at a 
time. He explained the process he followed: “I spent a couple of months in the key of E 
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and a couple of months in the key of B, a couple of months in the key of F sharp and so 
on. I would take one key like that … and I would play [in that key] everything [I had 
learned in a different key.]” Dan found that this practice time and new-found proficiency 
really “paid off” on a gig that he would have later with Mel Tormé:  
Mel had a big band at that time. He had just done two hard shows. I mean, he had 
just worked his tootsie off. Now, Mel never did an encore, but that night they're 
going nuts, and he comes over to the piano and says, “Here's That Rainy Day,” 
chorus and a half, last half in F sharp. I said, “Oh, okay.” He wanted to play a 
chorus in F and then modulate to F sharp to do the last half of the tune. Well, it 
was not a time when I could say, “Ah, man, I’m not sure I know ‘Here's That 
Rainy Day’ in F sharp.” Fortunately, I had practiced in F sharp, and I knew 
“Here's That Rainy Day,” so no problem. But afterwards I kind of did one of these 
[wipes his brow]. 
 
Dan credited the time he spent “shedding” in the keys in which he was less proficient for 
giving him the skill set he needed to be able to perform in a pressured situation, such as 
the one he experienced with Mel Tormé. 
 Gary Smulyan remembered being dedicated early on to “putting in the work” in 
order to learn to improvise. “That’s how we’d spend our weekends,” Gary recalled. “I did 
not play sports, or go on dates. I was into playing the saxophone and learning jazz.” Gary 
recalled spending hours listening and playing along to records. “We went scouring for 
records and we’d have like ten or fifteen records. That’s all we had, and we listened to 
those hundreds of times,” said Gary. “We’d play these tunes over and over again for 
hours until we got them. Then we’d play the tunes through the keys. It was just repetition. 
That’s how you learn.” Gary remembered these sessions often lasting until four o’clock 
in the morning. “The thing is that it’s really important that you have a passion, and you 
love it, too. That’s the first thing. I still love to play. I still feel the same way about 
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playing I did when I was a kid. I’m still excited about records and listening to music and 
playing.” According to Gary, the passion for learning jazz is “vital” to learning to play. 
He said that “hunger” has to be there in order to “get you started” and “keep you going.” 
 Practicing community. Most of the participants mentioned being a part of a 
practicing community of developing musicians. Bard Leali mentioned that “a group of 
his friends and I would get together and play along to Aebersolds,” when he began 
learning to improvise. Tom Walsh remembered that “some friends and I would get 
together and jam on the blues scale” and “to Aebersold.” Tom said, “We didn’t really 
know what we were doing. We were just trying to make something happen.” Dan Haerle 
recalled, “In high school I played in a couple of little jazz groups where we didn’t really 
know much about what [we were] doing, but we’d get together and play and have a great 
time.” Dan described what should happen while learning to play: “You see a piano player 
friend or a saxophone player friend and you hang out and you talk about some musical 
situation.” Gary Smulyan explained his experience with a practicing community:  
I grew up with a lot of great musicians on Long Island . . . We became lifelong 
friends who would also go on to play, guys like Gary Dial, Gerard D'Angelo, Jeff 
Hirschfield, Glenn Drews, and Billy Drews. We just all grew up at the same time 
in the same general area, and we all loved to play and [were] all into the same 
music. We all would practice, hang out, and listen to records together.  
 
For Gary, this was a major factor in his musical development as a jazz musician. 
A few participants discussed their involvements in professional communities of 
jazz musicians in their early developments. Ted Nash, who did not go to college, 
mentioned his time spent with Eddie Daniels, playing and talking about music. Ted also 
mentioned his time playing in the Thad Jones/Mel Lewis Jazz Orchestra in the 1980s as a 
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crucial part of his development as a jazz musician. Jay Daversa’s experiences with 
practicing communities comes almost exclusively from his working with professionals. 
Jay stated, “I started playing in my father’s band when I was six years old, so because I 
started playing in a pro-environment so young, most of my learning came from being 
around professionals like Conrad Gozza.”  
Like Jay’s, Dan Haerle’s practicing community consisted mostly of professional 
musicians, including Ronnie Diehl. Dan also said that while in graduate school at the 
University of North Texas, he played gigs with Billy Ainsworth, a professional 
saxophonist in the area. He remembered the experience:  
“[Billy] played in any key. He was just ridiculous!  
He’d say, ‘Okay, “My Romance” in A,’  
and I’m saying, “My Romance”? I just kind of know it in F. You want me in A?’ 
And those kinds of experiences also contributed heavily to my learning because I realized 
I needed to be more comfortable with all keys.” Tom Walsh also remembered connecting 
with practicing professional musicians in his later development. “After my high school, 
during my undergraduate years, I connected with a professional big band in Louisville. I 
started playing gigs, in particular playing a lot of big band dance gigs.” Tom credited this 
time in giving him an opportunity to start putting into practice what he had continued to 
learn.   
Teaching Improvisation  
 For many of the participants, having an understanding of how the master jazz 
improvisers in the historic jazz culture learned to improvise was essential for the effective 
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teaching of jazz improvisation. Their knowledge and understanding of the various ways 
in which the masters learned allowed the participants to employ a multifaceted 
pedagogical approach with their students. Both groups recognized that these historic 
modes of learning need to be utilized in present academic settings.  
 Learning in the historic jazz tradition. Most of the participants considered that 
learning in the historic jazz tradition began with listening and imitating. For the 
participants, having an understanding of how the jazz masters learned helped to inform 
their teaching practices. Ted Nash, for example, endorsed aural aspects of learning jazz, 
such as listening and copying. Speaking of how jazz originally developed and how the 
early methods of playing it are still desirable, he offered these thoughts: 
I think it’s just they copied what they heard and played it. I mean they learned it, 
used it, and then they started to develop their own version of things. That’s 
basically all it is. It’s like you hear somebody playing, you’re like, oh, what does 
that (sings melody)? Okay, I’ve got that. All right, it’s this. Why does it work? Or 
you may make some analysis, but basically, you’re just copying and you’re 
playing, and then you develop your own style.  
 
With regards to students developing their own style, Ted was aware that “people are 
worried about developing your own style” and also “how do I get my own sound” but his 
philosophy is “that just comes from playing.” Through the process of imitating jazz 
players, Ted added, “I mean, you can’t help but to develop your own sound. Emulating 
and copying is really important. Ted continued by giving examples of this type of 
learning in the historic jazz tradition:  
If you go back early on before the bebop stuff, people were outlining chords. I 
mean they were using the chordal tones a lot and not so much passing tones . . . 
Louis Armstrong did use some passing tones, but if you listen to just the swinging 
players in the early thirties, they were outlining chords for the most part, but 
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you’re still listening to those players. Like, wow, what was that person doing and 
how can I sound like that? So, you copy it. Maybe you don’t even know what it is 
at first. You … know that this works on this, and you do it, and that’s developing 
a language. Even if you don’t know what it is and can’t describe it, it doesn’t 
matter. Just copying them and emulating is the main first thing. 
Additionally, Ted believed that this evolution of playing continued in and through the 
Bebop era of jazz history. He offered some examples in support of his assessment: 
Trane, if you listen to his very first recording, sounds like Bird. He’s just trying to 
sound like Bird, and it doesn’t quite, because he’s not Bird. He doesn't sound that 
great, but he’s 19 or 16 or he’s in the Navy or something. Then you hear him and 
it sounds like Dexter, so it’s like he’s found a new person he’s going to copy. 
Then his sound came out of that free jazz movement, Trane’s sound then came 
out of that. You can hear how it keeps getting passed down. But basically, it’s 
copying.  
 
Ted believed copying is still the best method today of learning how to improvise. 
 
Jay Daversa shared a similar viewpoint with Ted’s sentiments regarding how 
musicians learned in the historic jazz culture. He pointed out that “Bird wouldn’t have 
had the complete Deca recordings of Lester Young to sit down and transcribe every 
single solo. He went and heard him in real-time.” Jay continued, “He heard that stuff and 
was influenced by it and went home and tried to make the connection of trying to sound 
like that, but it wasn’t playing Lester Young’s solos necessarily verbatim.”  
Jay believed musicians like Charlie Parker, Dizzy Gillespie, and Clark Terry 
learned to improvise, not by being put into a “mold” or routine, but by taking a more 
organic musical approach. He remarked, “[Students a lot of times] become cookie cutter 
players to some degree. They have that same sort of sound that everybody else has and 
they lose their unique voice.” He added a further observation: 
I like to play out, but you don’t have to play complicated to be convincing. I think 
music has become so harmonically complicated that we all have to play out or be 
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able to play these complex ideas, so you have to learn these scales, that pattern, or 
these extensions, and it takes away from the natural musicality of it.  I mean, still 
a simple solo by Louie Armstrong is very pleasant to hear. It’s melody. 
 
It was Jay’s feeling that many young and modern players “go to the extreme” with a very 
“intellectual approach”; while he agreed that it is impressive, he did not think that it is 
always desirable.  
Brad Leali pointed out that historically, jazz music was a part of the culture of 
everyday life, and musicians were immersed in the sound. “My understanding is that they 
were in it, they were part of it,” he said. “The difference between us and them is that they 
were playing and listening all the time. The music was part of their culture. It was on the 
radio, [and] most people had pianos in their homes. It was the popular music of the 
culture. Jazz music was everywhere.” Brad also elaborated on an interaction he had with 
jazz legend Charles McPherson about how jazz musicians learned and shared 
information:  
The musicians were certainly sharing information with each other. I was talking 
to Charles McPherson one time, and he was telling me they would go by Barry 
Harris's house. Barry was maybe a little older than they were, but they would 
spend all day at his house and just play. He would be explaining harmony to 
them. It was just part of their everyday experience. 
 
Brad remarked that jazz educators and jazz schools are still trying to keep this method of 
learning and sharing information a part of the learning process, but felt “things are a lot 
different now.” He elaborated: 
First of all, it’s not part of our culture. It’s not an everyday experience … the 
things that they were learning or that they were applying to music, jazz educators 
have created formulas for. Well, since Dizzy was using these notes, when we got 
to this chord, we’re going to play the melodic minor scale. We have all these 
terms for things now and certain ways of practicing and sharing information and 
receiving information that they didn’t have then. I think it’s different in that sense. 
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I’m not saying better or worse, but I’m saying different. I think a lot of it has to do 
with the fact that it’s just not part of the society anymore. I mean, you can have 
kids in jazz school or jazz band that don’t even know who Charlie Parker or Gene 
Ammons are [sic] …. back then it was like everyone, not only musicians, but non-
musicians knew who these musicians were, so it’s kind of a disconnect. Jazz is 
somewhat disconnected now from our society.  
 
Brad expressed the belief that the absence of jazz music in our daily culture has a lot to 
do with how jazz is taught in schools in America.  
 Tom Walsh and Brad shared similar ideas on how musicians learned and shared 
information and immersed themselves in the historic jazz culture. Tom felt that how 
musicians learned to improvise throughout the historic jazz culture has been in a constant 
state of change. “I think it changes over the years,” he said. He believed that the way in 
which Louis Armstrong, Lester Young, and Charlie Parker learned are most likely 
different from each other. “We know that Charlie Parker copied Lester Young records,” 
Tom said. “There’s a CD that came out called Early Bird, where he plays “Body and 
Soul,” and it’s not very long after Coleman Hawkins, and the solo quotes Coleman 
Hawkins’s recording, so we know that he was learning things directly from recordings.” 
Due to the lack of technology, it is safe to assume that Louis Armstrong did not, at least 
initially, learn to improvise by “copying recordings.” Tom elaborated on the role of 
technology in learning to improvise and sharing information: 
I think technology has been part of the process all along. Louis used the 
technology that was available to him. Charlie Parker used the technology that was 
available to him. Today we’re using the technology that’s available to us. There 
can be this sort of shaming about how you learn and whether you’re using too 
much technology. Education is technology too. The etude process11 that I use with 
my students, that’s technology. 
																																																						
11	Tom’s “etude” process is outlined in detail under the subheading “Melodic 
vocabulary.” 
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Tom pointed out that some people believe that if learners make use of technology, then 
they have “contaminated” themselves. Having had a natural curiosity for jazz history, 
Tom often wondered about the methods utilized by musicians such as Hank Mobley, Lee 
Morgan, and other players of their generation in learning to improvise He said, “How did 
they learn? Because man, what they played was so specific, you know, and so perfect, so 
you’re kinda, like, was Hank just, like, this weird genius, or did he somehow learn?” Tom 
thought that how this particular generation learned to improvise is worthy of scholarly 
inquiry. 
Tom referenced saxophonist Jimmy Heath’s autobiography12 for an explanation 
of how musicians in his generation gathered and learned information. Jimmy stated that 
many musicians, including himself, John Coltrane, Blue Mitchell, Benny Golson, and 
others, would go to Barry Harris’s house, and Barry would talk about harmony and 
scales. According to Tom, “Then you hear John Coltrane playing the bebop scale the way 
he learned it from Barry Harris, flat out, straight down the scale, and Wayne Shorter, too. 
So, you know there was some schooling going on by that point.” This was possibly some 
of the first formal classroom teaching in jazz education. Tom also pointed out that these 
sessions at Barry Harris’s house “evolved” into the jazz workshop that Barry now does in 
New York City. “I think he’s still doing it,” Tom said. “He’s in his 90s, [with] people 
showing up on a Tuesday night paying their $7,” while Barry passes along his masterful 
knowledge of harmony and improvisation. 
																																																						
12	A complete list of resources mentioned by the participants can be found in Appendix 
C. 
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Tom was aware that many musicians learned to improvise through immersing 
themselves in the jazz culture. Drawing on the example of Charlie Parker, Tom said, “I 
can’t speak with authority [except from what I’ve read] about how … a few people like 
Charlie Parker learned all the Lester Young solos that were available at the time, but the 
ear process was obviously there.” According to Tom, along with learning solos, Parker 
played gigs that required him to memorize a great deal of the Great American Songbook: 
Think about Charlie Parker playing what they call, Dime a Dance. This is where 
there would be a band and women who were paid to dance, so people would go, 
and you would pay a dime to dance with one of these women, and the band would 
change songs quite often. They would play a brief rendition of all the standard 
tunes, and then they would go on to another tune and another. So, how is it that 
Charlie Parker was able to quote so many tunes in his solos? Well, he played gigs 
where you had to play a whole bunch of tunes one after another. 
 
Tom also discussed the way in which Parker learned his “brilliant harmonic sense.” Tom 
said, “The story goes that Charlie Parker played a summer gig at a resort at Lake of the 
Ozarks, and there was a guitar player on the gig that taught him about harmony.” 
Additionally, Tom mentioned that after Parker moved to New York City, he got a job 
washing dishes at a restaurant where Art Tatum performed. Tom believed that Tatum’s 
playing inspired the “chromatic concepts and chordal substitutions” that can be seen in 
Parker’s playing. “All of this would have been after the infamous incident where he had 
the cymbal thrown at him,” Tom stated. “So, Bird had to get his stuff together and was 
memorizing Lester Young solos, supposedly this guitarist taught him harmony, he was 
listening to Art Tatum, playing Dime a Dance gigs, and practicing like crazy,” Tom 
summarized. “He was immersed.”  
Gary Smulyan believed that learning in the historic jazz tradition came through 
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being involved in the jazz community and playing gigs. “These guys were doing it all the 
time. It was the culture,” he said. “Hanging out, talking about music, trying to imitate, 
playing jam sessions, playing gigs—that’s how they learned.” Gary placed a large 
emphasis on performing as a mode of learning to improvise when discussing learning in 
the historic jazz culture. Like many musicians in the historic jazz tradition, Gary also 
learned through playing all-night jam sessions and countless gigs and road dates: 
Being on the road with Woody Herman was a really big part of my growth, but 
those bands are all gone. So how do you recreate that way of learning with 
something that doesn’t exist anymore? It’s really tricky. So that’s where I think 
jazz education and these schools have kind of stepped up to fill a void to try to 
nurture young musicians [so that they can] learn in that way. I think it’s important 
to learn in that way, but in an academic setting, it’s kind of the next phase … 
because [there are] not a lot of places where young musicians can play anymore.  
 
Gary lamented the lack of opportunity for aspiring musicians to participate in the jam 
sessions.  
When I first moved to New York there were tons of places with jam sessions. I 
mean they were everywhere, places with music going all night, but that doesn’t 
exist anymore. I think Small’s is the only place that stays open past two in the 
morning, but all the clubs [then] were going all night. There were so many places 
where there were jam sessions, and you could hang out until five, six in the 
morning and be playing and just make the rounds every night.  
 
According to Gary, that era and way of learning is “largely finished.” He believed that 
the jazz community has to find a way to bring the “sensibility” and “way of learning to 
play up to date.” Gary stated that he believed jazz education has “brought us up to date 
out of necessity,” because there is no longer an opportunity for aspiring young musicians 
to learn by these means. 
 Historically jazz musicians learned through aural transmission and not with the 
aid of written resources. All of the participants in this study acknowledged an 
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understanding and appreciation for this approach to learning utilized in the historic jazz 
culture and utilized these important learning methods when teaching their own students. 
Knowledge of their students. All of the participants agreed that every learner 
acquires knowledge differently, that each learner begins the process of learning to 
improvise from different points in their musical developments, and that each student has 
unique natural abilities and talents. Furthermore, each participant agreed that this 
knowledge about their students does change the way they guide each of their students. 
Jay Daversa agreed that knowledge of his students is vital to the process of teaching 
them. “I think you have to coach people differently,” he said. Jay also acknowledged that 
although he prefers to teach students only aurally, at times written resources, such as 
transcriptions, could be useful: “In certain situations, a really young student might need a 
springboard to help get them started, but I would take that away as soon as possible.” Jay 
explained that his pedagogical approaches are not simply determined by age: 
Some students this [written resources] would really help, [while] others have 
really fine ears, and they would take it up immediately without additional 
help. Other students are very talented in other ways. Maybe they have a technical 
approach to start off in playing jazz. And they’ll end up sounding really good, but 
this may or may not be the best way to teach them. Some need to see that this is 
an altered scale and this is what and when you apply it on the dominant and so 
on. For those students, this is the best way that makes most sense to them. 
 
To illustrate this point, he mentioned a jazz musician who is in the “public eye” that he 
helped mentor in a more informal setting. Jay stated that this particular musician took a 
more “technical approach” in learning to improvise. “You would not know it to hear him, 
but that was the way he had to learn,” he said. Jay mentioned that “he sounds great” and 
was an example of a student who was able to “bridge the gap” between his “ears” and his 
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technical and theoretical understanding. He added, “I don’t think there’s any one way to 
do it, but if I were to be able to pick students to teach, I would pick the ones that are more 
receptive to listening and memorizing a sound in their ear and are able to match pitches 
on their own. In my opinion, that’s the person that’s going to be what you may call a 
“natural” player.” Jay agreed that there is “room” for “all kinds” of learners and that each 
learner is “geared” to retain knowledge in their own way.  
 Ted Nash espoused, “You don’t teach each person the same.” He offered that an 
educator must assess each learner in order to discover “where they are” and “what will 
inspire them.” Ted stated in his pedagogical approach, learning is a “two-way street.” He 
said, “I feel the teacher isn’t just on a pedestal, and the student is down there. It’s a give-
and-take. Every time I teach I feel like I’m learning as well.” Ted does not subscribe to a 
traditional view of the student- teacher relationship. He felt that this relationship should 
be viewed as “two musicians discussing how to learn.” Ted stated that the primary goal 
of a jazz educator should be to inspire learners to do the work, to listen, and to take the 
steps necessary to develop themselves musically. 
 Dan Haerle believed that knowledge of his students aids him in deciding what 
educational approaches will work best with individual learners. “I have to sometimes 
choose which way to go; no one way is the best way to teach improvisation, and some 
students respond to one kind of thinking better than another,” Dan said. “You want to 
find an approach that doesn’t have you talking down to students, but you don’t want to 
talk over their heads either.” Dan felt that there is a delicate balance in approaching 
teaching improvisation that is specific to each learner. 
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For Brad Leali, knowledge of his students and their musical abilities is 
“absolutely essential” to his pedagogical philosophy. Brad remarked, “I try to teach to a 
student's weaknesses.” Brad assesses all of his students in order to find their 
“weaknesses.” It is a part of his pedagogical philosophy that a part of his role as a jazz 
educator is to uncover a student’s shortcomings and formulate a “plan of action” to help 
them improve. Brad explained, “If a student is pretty well versed in the melodicism, we 
may still work on that, but we'll focus on the things that they don’t do well.” It was 
Brad’s feeling, not unlike the other participants, that students must work on what they 
“can’t do,” not on what they “can do” if they are to improve as musicians.  
Tom Walsh had a philosophy similar to Brad’s in that he believed knowledge of 
where each learner is in personal development is essential to success in learning. “I have 
to know what my students know and don’t know in order to formulate a path for their 
success.” Tom mentioned that an assessment of a student’s abilities is fluid and should be 
a continual evaluation.   
Gary Smulyan’s teaching philosophy is based around his knowledge of the 
individual learner. He offered, “I don’t have any one specific way of teaching all of my 
students. I’m not here to give them the answers; it’s my job to steer the ship.” For Gary, 
each lesson is guided by a student’s questions: “A student should have a lot of questions, 
and then it’s my job to give them some ideas and ways to find the answers. I’m just the 
guide.” Within Gary’s educational philosophy also lies an element of “self-motivation” 
on the part of each learner. He said, “They have to be self-motivated and be willing to do 
the work. I’ve already done my work, now they have to do theirs. I will guide them based 
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on my experiences and how I learned, but that’s all I can really do.” Acknowledging that 
he has no formal training in how to teach, Gary mentioned that his approach could be 
seen as “old school.” Furthermore, it was his feeling that he can only offer his students 
information about what “worked for him,” and learners must accept responsibility for 
their own learning.  
 Resources and supplemental materials. Regarding the use of resources and 
supplemental materials in the process of learning jazz improvisation, there were mixed 
feelings and responses among the participants. Jay Daversa does not use any written 
materials with his students. He said, “I feel it’s better for beginners … to train their ear, to 
have to use and develop the ear, build confidence, and generally become at ease with 
trusting their ears.” Jay did mention that he makes use of the Jamey Aebersold play-along 
series, but he only used the accompanying tracks, not the books.  
Gary Smulyan expressed a similar sentiment regarding the use of written 
materials. Gary stated, “Sometimes I bring lead sheets, but generally, no, we don’t use 
written materials in my lessons.” With his students, Gary does stress the importance of 
being a good “reader” and makes use of written materials for working on sight-reading, 
blending in a saxophone section, and doubling, but “not for learning jazz.”  
Similarly, Ted Nash preferred not to use written materials for teaching jazz 
improvisation. He remarked, “I’d prefer someone to actually not look at materials and do 
the work, because then you’re bringing your ear and your brain more into it. For me, 
looking at stuff cuts off a certain part of your brain.” Ted did mention using written 
materials while teaching a jazz improvisation course for Jazz at Lincoln Center: “When I 
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was teaching the improv class at Lincoln Center for high school students, I came up with 
materials, but they [were] for the exercise [we were] working on, chords and suggested 
scales or things.” Ted continued, “If it’s a group of exercises, great.” Ted prefers that 
students not only work on transcriptions and tunes by ear, but that they work on technical 
patterns in the same manner. He explained as follows: 
For example, there are tons of books, like the scale books with all sorts of scales 
and exercises in it, and you're reading them right? [Sings melody] or whatever it 
is through all the keys. Why are you looking at a book to do that? You should be 
doing that by ear. Or, we’re applying this pattern [sings melody], and we’re going 
to do it in the key of A. I don’t have to read it; I know what the scale is. Let me 
just now use my brain and the feeling of it and do it on its own.  
 
Ted stated that he tends to use few written materials, because he wants students to 
employee self-discovery and to find the answers for themselves. Like Gary, Ted doesn’t 
want to provide “the answers;” he prefers to be the learners “guide.” 
 Dan Haerle responded that at this point in his teaching, he will allow students to 
use a lead sheet. “I'll generally let them use the lead sheet, or get the tune in a Fake Book 
or something, but then at some point if they haven’t really learned the tune, they’ll find 
out that they need to,” Dan offered. Fake Books and lead sheets are not the only written 
and supplemental materials Dan utilizes with his students. He has authored a website13 
that has a plethora of original resources on jazz education. He described how he 
incorporates it into his teaching: 
I refer my students to my website most of the time now. There’s a page on my 
website [for] dominant seven scales. It’s got a couple of dozen dominant seven 
scales with typical voicing to accompany them. All the exercises are in the key of 
C, so they can be compared if they need information, if it's on ii-V7-I’s or 
whatever it might be referring to. 
																																																						
13	See Appendix C for a complete list of resources mentioned by the participants.  
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Dan did not require his students to purchase any textbooks. As a well-published author, 
however, Dan found that his students will purchase some of the books he has written 
concerning the topics discussed in their individual lessons. Recently, a few of his students 
purchased his book, Magic Motives.14 “I've got a number of students that I worked with 
in Magic Motives, and they bought the book, which they like, so great,” Dan said.  
 Brad Leali stated that he doesn’t use many written materials during his students’ 
lessons. “Ninety percent of everything we do in their lessons in all done aurally,” he said. 
“They don’t even have a piece of paper out on the stand.” When Brad does employee 
written materials in a student’s lesson, he uses them for specific purposes, as he 
explained: 
Sometimes we will use written transcriptions for a different purpose, like learning 
how to phrase. I will take the [Omnibook]15 for students that are having problems 
with phrasing and rhythms. I will take a solo in Omnibook and have them play it 
not as it’s written, but [slower] as they would play it, like taking their time and 
just playing completely different rhythms but choosing those notes. Because if 
you look at Bird, man, those solos sound great anyway, no matter how you 
configure the notes. It’s amazing. That forces them to think about their 
articulation. How am I approaching this note? What is my tongue doing? What is 
my air doing? How is that affecting my phrasing? [You can’t do that with all 
transcriptions], but … I use those [solos] for instructions on phrasing and 
articulation. 
 
Brad utilizes written transcriptions, in particular transcriptions of Charlie Parker solos, 
for working with students on how to phrase and articulate in a jazz style.  
 Brad does reference some supplemental materials for his students should they 
desire more information on a particular subject. “I don’t have set books that I use, but I 
																																																						
14	See Appendix C for a complete list of resources mentioned by the participants. 
15	Brad referred to the Charlie Parker Omnibook which is included in the complete list of 
resources in Appendix C.	
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do have books that I like to share with students,” he said, describing them: 
I like to mention several of those Eddie Harris books, The Eddie Harris 
Intervallistic Concept16 and things like that. He [Harris] also has a book17 of jazz 
licks [that] it goes through; it’s great for sight-reading. I like to reference some of 
Walt Weiskopf’s books,18 as well. You know, different ways of kind of looking at 
scales. I like to mention some of David Baker’s books.19 [Joe] Viola—I like his 
books.20 I like many of Lennie Niehaus’s books21 for my students, [as well as] 
Gary Campbell’s book, Triad Pairs,22 and Jerry Bergonzi’s series.23 David 
Liebman has a good one,24 and Jerry Coker,25 [too]. Those are both good.  
 
Additionally, Brad likes to play along with his students at the piano during their lessons; 
however, “if the tempos they are play are too fast,” he will make use of the Jamey 
Aebersold play-along tracks. Though Brad does not assign specific books for his students 
to purchase for use during their lessons, it is clear that he is aware of the wide range of 
resources available.  
 Tom mentioned a few very specific resources and how he uses them; however, 
																																																						
16	See Appendix C for a complete list of resources mentioned by the participants. 
17	Modern Jazz Licks for Sight-Reading by Eddie Harris is listed in Appendix C.  
18	Beyond the Horn and Intervallic Improvisation: The Modern Sound by Walt Weiskopf. 
These resources are included in the complete list of resources in Appendix C.    
19	Brad did not state specifically which of David’s books he uses; however, many are 
listed in Appendix C.  
20	Brad did not state specifically which of Joe’s books he uses; however, many are listed 
in Appendix C.  
21	Brad did not state specifically which of Lennie’s books he uses; however, many are 
listed in Appendix C.	 
22	Triad Pairs for Jazz: Practice and Application for the Jazz Improviser by Gary 
Campbell 
23	Jerry Bergonzi’s Inside Improvisation Series for all Instrument Vol 1-7; volumes are 
listed individually in Appendix C.  
24	A Chromatic Approach to Jazz Harmony and Melody and How to Approach Standards 
Chromatically: Techniques of Superimposition, and Chromatic/Non-Diatonic Scales by 
David Liebman are listed in Appendix C.  
25	Patterns for Jazz by Jerry Coker, Jimmy Casale, Gary Campbell, and Jerry Greene is 
listed in Appendix C. 
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these are not the only resources and written materials he uses with his students. Tom said 
he has his younger students play written transcriptions [from] Charlie Parker Omnibook. 
Tom believed that there was “great value” in becoming “familiar with” and aware of the 
bebop language. Tom found that it can be overwhelming for young students to start 
learning jazz solos strictly by ear.  
 Tom also referred to Jerry Coker’s book, Elements of the Jazz Language. 
According to Tom, some of his pedagogical ideas regarding teaching vocabulary for jazz 
improvisation are heavily influence by Jerry’s pedagogy. He explained why the book is 
useful in instruction:  
That's a great book. After teaching styles and analysis for many years and having 
students analyze solos and noting where particular ideas came up, Jerry created 
categories. He identifies in that book 18 categories of ideas. There’s probably 
even … another miscellaneous category, but these are the categories, and 
everybody has to learn [them]. It’s the idea [of] recognizing and applying certain 
pieces of melodicism and vocabulary. 
 
This resource is also discussed in greater detail later in this chapter as a part of Tom’s 
etude process. 
Tom also mentioned the David Baker series, How to Play Bebop: Volumes 1-3. 
The information included in How to Play Bebop was quite influential on Tom’s 
pedagogical concepts, as well. Tom remembered being an undergraduate student in the 
1980s when David Baker was in the process of writing and publishing these texts:  
David was teaching that stuff, and then he [codified] it in a book, and a lot of that 
is based on Barry Harris’s work …. Barry Harris's Jazz Workshop, which you can 
get [on a] DVD. It’s all the bebop scale stuff. Now the thing is, I’ve adapted what 
I do based on what I learned from David, Jerry Coker, David Liebman, Mike 
Tracy, and a few other people, too. So, I have my own ways [and] David’s stuff, 
and he tends to be very comprehensive. 
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Tom found that with his students, he needed to adapt David’s methods, or his students 
tended to get overwhelmed. “David’s method throws a lot out there and says, ‘Here’s 
everything that is possible to do.’ No one could actually do it all,” Tom said. According 
to Tom, the “magic” lies in the fact that David’s methods are something you can work on 
“the rest of your life.”  
 Teaching tunes. When inquiring about how the participants teach tunes to their 
students, the answers were again somewhat varied. Some of the participants were quite 
detailed in the explanation, while others spoke in broader and more general terms. The 
responses of all the participants are included here, with the exception of Tom Walsh’s. 
Tom employes the method of teaching tunes that he learned from David Baker and that is 
discussed in great detail earlier in this chapter.  
Jay Daversa began by stating that he has his students first learn the melody by ear. 
“Learn and play the melody,” he said. “Don’t worry about the changes. The melody is 
already dictating the changes.” Jay emphasized that students should learn the melody “in 
their head” and have the melody become “clear in your mind’s ear.” According to Jay, 
seeing a chord symbol will only put a “name with a sound.”  
Once students have the melody in their “mind’s ear,” Jay has them play the 
melody through all eleven remaining keys, starting on random pitches. “Once you get a 
solid understanding of the melody, then you should be able to reproduce it in any key,” 
he explained. Stressing the importance of learning melodies in all 12 keys, Jay stated, “If 
you only know “All the Things You Are” in Ab, what happens when you have to back a 
singer who can only sing it in F#?” Jay concluded by stating that a lead sheet would be 
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“fine,” but not until the student could produce the melody in all twelve keys.  
Similarly, Ted Nash has his students start by learning the melody. Once they have 
a firm grasp of the melody, Ted has his students analyze the melody and harmony. He 
described the process in some detail: 
I have them look at the melody and chords, and ask them what the melody tells 
you about the harmony. In a standard tune, say for example, the melody and the 
harmony go together in such a way … that the melody is the most important thing 
for [understanding] the harmony. I always have them go through and look at the 
cadences, the V7 chords mainly. Look at the V7 chords and whether they’re going 
to I or not. So, the implication—I also use the word ‘implication’ [in instruction] 
because there’s not just one way a V7 is treated …. a dominant chord, I should 
say. I mean I like to call dominant chords, V7 chords, but a dominant could be the 
first chord of the blues, so it’s a V7 chord, but it’s a I chord. Every dominant 
chord has implications of whether [it’s] going to I, or whether [it’s] not going to I 
…. I have [students who are in the beginning stages] go through … and identify 
all the places that a V7 is going to I, circle [them], and look at [them]. That's 
[identifying] pivotal points of resolve throughout the piece. 
 
Ted felt that if students grasp the “basic” concept of the cadences and V7 chords and 
understand how the tune is “flowing,” then phrasing the melody and improvising become 
much easier.  
 Brad Leali prefers his students learn tunes by getting multiple recordings of a 
vocalist singing the melody “pretty straight.” Brad stated, “I have them start with the 
melody, and once the melody is memorized, move to the harmony.” Brad believed that 
having students start with a vocal recording helps them learn to emulate the “human 
voice.” The next step in Brad’s process is memorizing the chord changes and being able 
to play them in time, as well as at the piano. He said, “I make sure now that they’re on 
the piano, that we’re on the piano first and foremost, because I feel that was something 
that I didn’t do when I was young and that the foundation of the piano is by far … the 
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greatest thing.” Brad firmly believed that learning tunes at the piano helps with harmonic 
and melodic understanding, as well as tune retention. Brad’s process also includes having 
his students learn the bass line on their instrument. 
 Dan Haerle stated that he generally lets his students choose a tune they are 
interested in learning, because “they can learn something from any tune they play.” 
However, Dan did agree that certain tunes should be covered at some point during the 
course of a student’s study. “There are tunes that offer specific [harmonic] situations that 
students need to know how to negotiate and navigate. There are common progressions 
that are important that a student learn to deal with and recognize,” he offered.  
Dan said that these days he lets his students use a lead sheet or Fake Book when 
learning a tune, but “if they don’t know it [from memory and understand the harmony] 
then they soon find out they need to.” Part of Dan’s tune-learning process is having 
students articulate what is happening in the tune, both melodically and harmonically. He 
explained the method he employs and why he implements it with his students: 
One of the things I tell them if they’ve learned [a tune] from a lead sheet is [that 
during the] next lesson I want [them] to come and teach me the tune. This allows 
me to see what they understand about the tune. Do they know that “All the Things 
You Are” starts in the key of Ab, even though the first chord of the tune is a vi? 
Do they recognize the vi-ii-V7-I-IV progressions? Do they know the ii-V7-I turn- 
arounds at the end of every phrase? Can they see that the melody reflects the 
harmony and is built on the third of the chords? 
 
The next thing Dan had his students do is attempt to play the melody, or at least phrases 
of the melody, in all twelve keys. He felt that this helps them apply their understanding of 
the tune.  
Gary Smulyan stated that he tries to teach his students to learn tunes by ear. “I’ll 
	
	
	
121 
sit at the piano playing the melody, playing the chords. It’s still very much listening [and] 
imitating, but [I try]to get them to engage the brain, as well. . .to figure out the 
organization of the chords, the progression,” Gary remarked. Gary was fully aware that 
most all of his students own or have access to Fake Books; however, he doesn’t use Fake 
Books in his teaching. “I still prefer to use records and the piano,” he said. Gary believed 
that learning tunes aurally helps with retention in an information-saturated society:  
I still use records and the piano. I think there’s so much information available, so 
quick, stuff just kind of goes in and goes out all the time. It’s like tune goes in, 
tune goes out, a tune goes in and tune goes out, that’s it. Two weeks, you don’t 
remember it. But if you transcribe it, and you learn it yourself, that tune’s going to 
stay there for a long time.  
 
Gary added that if learners are playing out of Real Book,26 there is very little likelihood 
that they will remember the tune “once the book is closed.” 
Time feel and groove. A few of the participants described their pedagogical 
approaches in working with students on time feel and the different grooves that are 
prominent in jazz. Jay Daversa remarked that “time, rhythm, and swing” must come first. 
“Before the notes, before the sound, before intonation, it’s got to have the correct feel. It 
don’t mean a thing, you know…if it ain’t got that swing,” Jay said. He noted that with his 
students, he begins by allowing them to play only one note (pitch) at a time on a blues 
with a rhythm section. “By doing that,” he explained, “they only have to concentrate on 
time. Very simple. We would add notes as soon as they could handle it. I’d rather hear 
one note played in time than many notes not played in time.” Jay has them apply this 
exercise through multiple choruses, making sure to be right in the “pocket.” He 
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continued, “After they have played two, maybe three choruses, and they can make it feel 
good, it’s got to feel good, then I would add one more pitch, perhaps the root and the 						
b3rd. Swing with that, and so on.” As a mainstay at many of the world’s largest jazz 
festivals and with more that seventy years in the music business, Jay has heard many 
players whose swing and time feel were greatly lacking. He described the experience: “I 
have listened to so many players at school festivals, and even pros, who can play a lot of 
notes, [but] it’s just the most terrible thing to have to listen to those players, because they 
never learned how to swing and play in time. Lots of chops and that’s all. They have no 
connection with music.” 
Jay stated that most students have a tendency to rush the time and feel. For Jay, 
jazz is “all about the feeling.” He stated, “Understanding that allows you not to rush. 
Rushing is one of the biggest, if not the biggest problem, with players.” He added that it 
is “not so much what you play” as “how you play it,” and cited an example: 
When you listen to a small group playing and they sound good, the rhythm 
section is burning, and the soloist is sounding good. The whole thing sounds 
great, and then the next soloist takes over, and all of a sudden, the group sounds 
not so good. What happened? The only difference was the soloist, and nine out of 
ten times, it’s because the soloist is not laying down the time. Most likely rushing. 
 
Jay insisted that time is the most important element in a musician’s playing. “I could 
listen to somebody play out of tune, I could listen to him play some out notes,” he said, 
“but if he’s playing them in time, it’s still going to feel good.” 
Brad Leali also emphasizes time feel and groove with his students early on and 
throughout their development. Brad stated, “I have them in the very beginning, like my 
freshmen, practice everything with a metronome on two and four, without question.” 
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Brad said he has his students “slow that sucker way down” and put the metronome on 
thirty-three or forty beats per minute and tells his students, “Now, that beats two and 
four.” Brad mentioned that “a lot of people would be surprised at how many [students] do 
not hear two and four. They’re rushing, so I make sure that they hear two, four, and we 
slow the time down until they get a firm grasp.”  
Once his students have a “firm grasp” on playing with the metronome on two and 
four, Brad will have them slow the metronome back down and use it on beat four only. 
He described the method: 
Once they get it together with the metronome on four, we go from four, and we 
put it on three, we put it on two, and we put it on one. I feel that that helps them, 
because if you’re only going to look at two and four, then that’s going to keep you 
right in the box. It will keep you in time. You can still have bad time and play 
with the metronome on two and four all the time, but necessarily have good time. 
You cannot have bad time when it’s on one, just one beat …. 
 
When his students have a handle on playing with the metronome on beat four only, Brad 
stops the metronome and tells the students, “It’s on three now,” and they have to adjust. 
He continues the process. “Stop the metronome, it’s on two; stop the metronome, it’s on 
one; and start again.” Brad has learners play throughout the lesson time with a continual 
shift of the metronome. “Then time is not just strictly two and four,” he explained. “Time 
is organic. It’s about trying to make that metronome swing. You can tell when they’re 
just using it as a time keeper or when they’re actually feeling the time, because if they are 
feeling the time, it sounds as though that metronome is swinging.” Brad insists with his 
students that the time “feels good.” Brad added, “We start with the metronome down, and 
we build up, because that’s when it gets hard.” Brad concluded that once students begin 
to be able to “handle the up tempos,” we keep moving the tempo up.  
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 Transcribing. All of the participants found some value in having students 
transcribe the solos of master jazz improvisers. Jay Daversa offered that transcribing 
solos can be beneficial, as long as [students are] not “taking too much influence from one 
specific musician.” He said that during the course of his own development, he did not 
employ the use of the transcription process; consequently, he does not use transcribing 
very often with his students.  
Much like Jay, Dan Haerle did not emphasize transcribing with his students. 
“David Liebman once told me, don’t transcribe too much. You should transcribe a couple 
solos and then stop doing that,” Dan remembered. Dan stated that he usually assigned a 
transcription to his students and then spent time “helping them correct it during their 
lessons,” explaining that he used transcriptions “more as an ear training exercise.” Dan 
said that with his students, he tried to encourage listening most of all. 
Dan does not usually request that his students do full transcriptions of entire solos. 
“There are reasons for doing that,” he said, “but you can listen on a more casual basis and 
…  hear one idea of four or five notes. Then you stop the recording, and figure out what 
those notes are.” Dan continued, “It’s really more important that they transcribe what 
they are hearing in their own head. Figure out what you are hearing, go to the piano and 
work on that, and write it down if you need too.”  
 Gary Smulyan considered transcribing an important part of developing jazz 
performance skills and commented, “again, it all goes back to recordings, imitating your 
heroes.” He added, “That’s how I learned to play jazz, and for the most part, it’s how I 
teach my students. Play along with recordings, over and over and over, repetition.” Gary 
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felt that his students need to find a musician to “emulate” and “copy.” Gary described 
some of the methods he uses when having students transcribe solos:  
First of all, I like for them to pick the solo they want to transcribe, because it 
needs to be a recording of something that they are passionate about …. I like for 
my students to transcribe the solo and then write it down. Then when they come 
to their lesson, we’ll go to the piano and analyze it, just like we would a classical 
piece of music. Where are the notes going? [We] point out what we [both] find to 
be interesting. Look at this shape here. Look how he’s weaving through the 
changes there. Look at the length of the lines, how that note fits in that chord, how 
the artist is phrasing, and how they are articulating. Time feel, sound, and the 
harmony are all things we look at. 
 
Gary emphasized that he goes into extensive detail with his students when analyzing 
what the soloist is doing both musically and emotionally.  
 Gary does not make use of any written transcriptions that the student did not 
personally transcribe and write out. “I don’t let my students use the [Charlie Parker] 
Omnibook27 or any other written transcriptions,” he said. “I make them write their own 
Omnibooks if that’s what they want to do.” Gary finds that the Charlie Parker Omnibook 
is an excellent resource for improving a student’s sight-reading skill, but “not for learning 
to improvise.”  
 Ted Nash wants his students to transcribe solos that will be particularly helpful 
for where they are in their musical development. He explained why he takes that 
approach: 
I make sure that they transcribe stuff that will benefit them now. If you're a 
beginning student, and you’re transcribing like these hard Brecker licks or 
whatever, or some crazy Mark Turner stuff, okay, but I would say transcribing at 
the place [where] you really need to learn is important. So for me, the 
transcriptions of Charlie Parker and all that were really great when I was 
beginning. Then as I got more developed, I could say, “Okay, what was Dave 
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Liebman doing here? What are these different players playing with that? I don't 
quite understand, because it sounds different to me. What is that note in the 
chord?”  
Ted remembered hearing specific harmonic and melodic sounds for the first time and 
being mesmerized by what he had heard. “I’ll tell people to transcribe that Sonny 
Rollins’, “Sonnymoon for Two,” from Live at the Vanguard, because it just has 
everything in it. It’s not only like uncovering some harmonic shit that maybe you didn't 
understand, but it’s training your instinct,” Ted recalled. Ted felt that transcribing can 
help a student figure out musical devices that they may not have been aware of before 
hearing them for the first time. It was also Ted’s view that making “these sorts of 
discoveries for yourself” is often the most impactful way of learning.  
Ted also mentioned that transcriptions are useful for more than gaining harmonic 
and melodic knowledge. Ted found that transcribing the solos of master jazz improvisers 
is beneficial for training students’ musical “instincts”: 
Transcribing is as important to training your instinct [as] it is to [giving] you 
knowledge. So, let’s say the soloist has certain spaces, simple lines, and swinging 
lines, to double time, so there’s a balance to the great masters who play with such 
a natural balance. You don’t have that as a young kid. You just play a bunch of 
notes, but if you transcribe, you’re also understanding and developing an instinct 
for making choices that make sense and have natural balance too. 
Like Gary, Ted preferred that his students do their “own transcription work.” Ted said, 
“Aural is everything. Visual can be important … if someone’s transcribing the solo, [I 
actually like] them to write it out … because it also gives them the experience of notating 
and preserving and that’s important.” Ted felt that written sources of transcriptions, such 
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as the Charlie Parker Omnibook,28 are great tools for sight-reading and references for 
arranging saxophone solos, but not for learning to improvise.  
Brad Leali reported that the methods he uses with his students in the transcription 
process begin with having his students transcribe solos “by ear from the recording.” Brad 
stated, “I don't think there’s any substitute for transcribing and using your ear. So, I have 
them always learn it from a recording, memorize it, and write it down.” For Brad, there 
are multiple benefits of having his students notate their transcriptions. “I like for them to 
write it down just for future reference, as well as [for] learning rhythms.” Brad continued, 
“I feel that if they’re writing down the rhythms, then they’re learning to recognize 
rhythms, which will only help them when they’re reading.” 
 Another essential component in Brad’s transcription process is having his students 
transcribe vocalists. He believes the practice is important: 
Transcribing vocalists, you know, without question, transcribing the entire tune. I 
have my students transcribe how they’re singing the melody, how they’re 
embellishing the melody, how they’re taking the melody out. That is one method 
that I find [beneficial]. If you want to think melody, then I feel that your process 
has to begin there. You have to study melody, and you have to transcribe melody. 
 
Brad offered a comparison to studying rhythm. “It’s like if you’re going to [learn] 
rhythm. How do [you] recognize rhythm? You have to study drums. You have to do with 
what drummers do,” he said. Brad felt that because vocalists are “dealing” with melody 
the majority of the time, then that’s who his students should study in regard to playing 
more melodically. 
 Brad believes that “horn players” should be just as “well versed” in vocalists and 
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the vocal tradition as vocalists. “I think we should be able to challenge them. Hey, you 
know, have you heard this recording? What about Carmen McRae? How’s she's dealing 
with this as opposed to Shirley Horn,” Brad said. Brad also stated that instrumentalists 
should be just as “aware” of vocalists and the vocal traditions as “we are [aware of] 
Cannonball and Bird.” It was also Brad’s belief that vocalists should be [similarly aware 
of] instrumentalists. “I think vocalists should be just as well versed with the phrasing or 
the literature of Cannonball and Trane or Miles or Dizzy or Clifford Brown as we are.” 
Brad continued, “I think that when we’re thinking about melodicism, or just 
improvisation, it’s all just one big package to me.” Brad offered that when it comes to 
learning music and improvisation, “It’s not those guys over there and those girls and guys 
over here”; he instead also views instrumentalists and vocalists as “one big package.” 
 Brad not only has his students transcribe vocalists, but he also has them transcribe 
instrumentalists that play a different instrument. He said that he has them “transcribe 
everything” and elaborated on the practice: “By the time [students are] with me, they’ve 
been transcribing saxophone players all the time. So, I have them transcribe piano 
players, without question. I have my students … transcribing Herbie and McCoy Tyner 
on their instrument.” Brad continued, saying that he has his students transcribe solos and 
musicians that “are going to enhance their musicianship.” He explained that “if a student 
is well versed in the bebop language, then we will work on some other stuff.” He added, 
“[I’ll] have them transcribe some Kurt Rosenwinkel, Bruce Barth, or Brad Mehldau. 
Something completely different from what they do. I’ll have them transcribe me, Freddie 
Hubbard, trumpet players, trombone players.” Brad also mentioned that he has had 
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students transcribe drum solos. “I have them put notes to those solid rhythms to study, 
too. [With] those that are having troubles with rhythm in their playing, let’s study drum 
solos. Let’s study drum patterns. Let’s study how drummers are comping. Let’s study all 
that stuff,” he said. 
 Brad also shared his opinion that students should not study only the notes that a 
particular musician is playing, but they should also transcribe the way in which the 
musician plays. He described the questions he employs with students in developing this 
skill: 
I have [students] transcribe and be very aware of how McCoy is comping as 
opposed to Red Garland, as opposed to Sonny Clark. How is Philly Joe comping? 
What’s the difference between him and Blakey or Tony Williams? I have them 
transcribe bass lines. Let’s transcribe how Ron Carter is navigating through these 
changes, because that’s improvisation as well. That’s voice leading. Let’s 
transcribe and see how he’s dealing with that as opposed to Ray Brown.   
 
Brad believes that all of this information is important to study, because “it is all there to 
enhance the improvisation.” 
Additionally, Brad has his students apply his metronome and time exercise to 
transcriptions. He explained why the strategy is effective: 
The beautiful thing about playing transcriptions without the recording is, of 
course, it exposes everything. You can get away with a whole lot of stuff when 
you’re playing with the recording, but when you only have that metronome on 
four, and you’re looking at the time, you’re looking at phrasing, you’re looking at 
articulation, you’re looking at intonation, air, all that, it’s hard to get away with 
anything. 
 
According to Brad, learning transcriptions is greatly enhanced by having his students 
play a transcription with the metronome only on beat four. He said, “They simply have to 
know it better.” 
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 For Tom, transcriptions help students to develop vocabulary for use in jazz 
improvisation. According to Tom, the words “transcription” and “transcribing” have 
“many different connotations.” Tom began his discussion of transcriptions and 
transcribing by referencing learning from written transcriptions. “Like the Charlie Parker 
Omnibook.29 I think there’s great value in that in terms of just familiarity and becoming 
aware. You’re playing through and hearing, [steadily] encountering some bebop language 
or melodic ideas. Reading transcriptions can be very valuable in that respect.”  
However, Tom did mention that there is no substitute for having students do the 
transcribing themselves. “At some point,” he said, “you’ve got to start doing it yourself.” 
He then outlined some of the benefits: 
Writing them down is … valuable, because it causes you to have to solve a lot of 
problems. How do I write this rhythm? You know, that kind of thing. I think it’s 
good even in the beginning, but for some people, it’s just too much to try to 
retain. It’s so frustrating when you’re learning a solo directly from the recording, 
and you … spend an hour to learn four measures, and the next day come back and 
… realize you forgot half of them, and you have to relearn them. So, again, [this 
goes] back to the idea that new learning needs to attach to the knowledge that you 
already have.  
 
Tom believes that much of this type of frustration can be remedied by allowing students 
to use written-out transcriptions early in the transcription process.  
 Regarding the transcription process, Tom liked the idea of employing Vygotsky’s 
scaffolding approach. “If we’re going to scaffold our way through the transcribing, then 
… maybe we need to start … very simply so things can be learned by ear without writing 
them down, or if we’re trying to do bigger projects, then they need to be written down at 
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first.” 
Tom acknowledged that many jazz musicians and educators are of the opinion 
that “everything should be done by ear.” Tom did not dispute that way of teaching, but he 
felt that if one’s pedagogical approach is aural learning only, then “you would need to 
start simply enough” so that the learner is not set up for failure. 
 Another method Tom employs in the transcription process is one he learned from 
New York-based saxophonist and composer Jim Snidero. “The ear training is so 
challenging for a lot of people in the beginning,” he said, “like even just being able to 
figure out the notes.” Consequently, in order to help students get “jump started” in the 
process of transcribing solos by ear, Tom will have them choose a bebop solo that he 
personally knows well. “The reason being,” he explained, “is [that] in their lesson, I can 
guide them through the solo on phrases they can’t play or wrong notes.” Tom also said 
that being able to play difficult passages slowly for students can be a significant 
assistance during the process.   
Additionally, Tom adapted another of Jim’s pedagogical approaches in using 
transcriptions to teach jazz articulations by bringing students’ attention to the specific 
articulations artists were using. “I call it putting it under the microscope,” he said. “You 
know, [seeing] which notes are articulated here, and what kind of articulations [the 
musician used.] I’ll play it back to them slowly, and sometimes … I record it.” Tom also 
stated that due to time constraints, this sort of detailed analysis is not possible to do in 
every lesson with a student. 
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Tom believes that learning vocabulary from transcriptions happens in different 
ways. One of them he refers to as “osmosis”:  
There’s [a] kind of osmosis aspect of [learning]. Whether it’s out of a transcript 
book, [or] it’s directly from the recording, you learn some things by osmosis. I 
think this is where … we use the word “aptitude,” if we say some people have 
more aptitude than others. Some people learn by osmosis much more than [from] 
material.  
 
He continued, “Other people could read those Charlie Parker Omnibook solos or learn 
them directly from the recording, and it still doesn’t come out in their playing. They need 
a more direct learning process. They’re just not noticing the details or [not] transferring 
[them] from [an] exercise to actual practice. So that’s where the etude process comes in.” 
Tom uses transcription heavily in his etude process for source material, which is detailed 
later in this chapter under the heading “Teaching melodic vocabulary.”  
 Teaching melodic vocabulary. The participants used different ways to teach the 
melodic vocabulary of jazz improvisation. Some seemed to put a heavy emphasis on 
chord/scale relationships and harmonic negotiation, while others seemed to emphasize 
aural learning. For Jay Daversa, the process of building melodic vocabulary begins with 
aural learning and instrument connection. Jay said he usually begins by asking students to 
play something simple “so that they can begin to connect the note they’re hearing and 
playing with the next note they’re hearing and going to play.” He continued, “I would 
have them play in the register where they’re most comfortable and [are] getting a nice 
sound.” Jay believed that beginning with this type of playing helps students to “build 
confidence” in “small intervals” as they are hearing a “pretty sound,” and they can search 
for and play a “little melody that they know or hear.” During this process, Jay stressed, 
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students’ playing with “efficiency” and as “effortlessly” as possible are of the utmost 
importance: 
I would ask them to play the notes that were easy for them to play and make sure 
that they move from this note to that next note effortlessly, so it was music. We 
want what they are playing to sound good and have the student start to open up to 
it. Musicality opens up the ears to hear other things. I don’t want the student to be 
thinking about the physical demands, oh, it’s going to hurt to play this idea. You 
want them to be able to be completely focused and concentrate on playing tonally. 
 
Jay believed that a student must concentrate and make a “connection” with the sound that 
is coming out of the instrument and embrace the fact that “the sound is you.” Jay added, 
“If you cannot connect with [your sound], you’re not going to get to the next note or the 
next level.” Jay stressed the “importance of one note …. “Just one note and moving to 
that next note knowing you can hear it before you get there.” Jay felt that employing this 
method at the beginning is “easy for students to do” and should be approached in a 
“relaxed manner” by the student and teacher. The objective, Jay said, is for the student to 
make “simple melodies” that are “pretty” and “that are theirs.”   
 Jay also discussed the fundamental importance of the blues in building melodic 
vocabulary, identifying the blues as “the next step in building [melodic] vocabulary.” Jay 
emphasized that the blues, as do all styles in jazz, has its own vocabulary. “Playing the 
blues should be a very natural thing,” he said, “but that’s not necessarily the case with all 
students. If you haven’t listened to the blues … you’re thrown into this whole different 
genre of hearing, and it can … be a real challenge as to where to start.” Jay discussed the 
necessity of discovering what a student knows and doesn’t know. He pointed out that he 
has taught students from all over the globe, and many younger students aren’t aware that 
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a “basic” blues has twelve measures in its form, “so you start there,” he said. According 
to Jay, once a student understands the form, “Then you can move on to the next step.”  
 Once a student is comfortable with the form or tune,30 Jay has his students record 
themselves while improvising to a play-along:  
I would have them record themselves playing to an Aebersold or an eBook … and 
listen back immediately. Now, it’s important that you listen back to it right away. 
If you can’t listen to it right away, it’s gone. When you hear it right back, you 
know what you were thinking about at the time, and you are able to say many 
times, “I’ll never play that kind of idea again,” or “that was really good.” You 
have the privacy to be honest, listen to it again, and make a good evaluation of 
your playing. If you listen to something you did a month earlier and try to figure 
out how you did it, it’s too late. You’re just not connected to it like you are in 
those immediate moments after playing the ideas. 
 
Jay believed as far as “honing your skills, making decisions about style, trying to pull 
something off, and … trying to do something beyond yourself because it expresses 
something,” he has found the only way to be able to evaluate achieving those objectives 
is to record and listen back immediately. Jay pointed out that this process can be “painful, 
and it should be most of the time.” It was Jay’s feeling that if the process is not “painful,” 
students are not learning.  
Jay also felt that the recording-and-immediately-listening-back exercise should be 
done alone in a private setting, if possible. He explained in some detail: 
Hopefully you’re alone and you can concentrate on what it was that you played. 
You have to make these decisions yourself. If somebody else is telling you [what 
they would have done], forget about it. That’s the critics. They can talk about it, 
and you can evaluate that later, but you need to be in control and making the 
decisions [about] what you want to sound like. That’s a very critical part right 
there, [to not] be influenced by other people but to sing and end up singing your 
own song, hopefully. If you don’t, then you’re just another player.   
																																																						
30	I did not discuss Jay’s method for learning tunes here, because it is included in the 
Teaching tunes section of this chapter.  
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Jay stated that finding one’s own voice should be the end goal of all jazz musicians. Jay 
felt that at some point, “either before or after a long time playing,” it is important to sit 
down alone and “get your own voice together.” He discussed the idea at length: 
You have to decide how you are going to sound, and sometimes it’s not a 
conscious decision. Hopefully, it isn’t a conscious decision because it should be 
what you are …. [In your conversations, you don’t try] to think ahead too much, 
but nonetheless the words come out, and when you’re playing, it’s the same thing. 
One word leads to the next word, one note should lead to the next note in 
improvisation, to my way of thinking. If you’re not listening to the notes you’re 
playing, you don’t honestly get to the next note musically.  You can learn scales 
and jump (Oh, I’m going to play this scale here). But where did that note come 
from and where did it lead to? Where does it end up?  It’s … like one little snippet 
of a thought, and then it’s not connected to the next thing. 
 
Additionally, it is Jay’s belief that this portion of his process is more in keeping with the 
historic jazz tradition. Jay commented that most of the musicians in the historic jazz 
tradition did not have access to the “Complete Decca Recordings of Lester Young.” Jay 
maintained that these musicians, like “Bird, Dizzy, Clark” were influenced by the 
outstanding artists of their time, but not “over influenced” at the expense of losing their 
own unique voices. “It’s all about creating pretty melodies,” Jay said. “Even a simple 
melodic solo by Louis Armstrong was beautiful. Miles played melodies. Clark [Terry] 
did that, and you never get tired of hearing Clark play.” Jay concluded that “all the solos 
people love” and remember are “singable” melodies.  
 Ted Nash said it is important for students to get the bebop vocabulary in a “very 
basic beginning setting.” Ted mentioned that he does not like the term “bebop scale,” but 
he does use some of its principles in his pedagogical approach to teaching melodic 
vocabulary. He described why he employs them in instruction:  
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What I’ll do is explain why [the bebop scale] exists, which is [to] connect the 
chordal tones by having half steps or [whole] steps in between, so that your lines 
line up a certain way. I feel like that’s an important thing for beginning students to 
look at and say, “Why are Bird’s lines landing so well?” Because sometimes … as 
beginning students just playing these lines, they might end up on a 4 … on a note 
that feels awkward. And there’s a reason why. It’s because they’re not using the 
half steps and [whole] steps to land more on the chordal tones. Now this is very 
basic stuff, obviously. It’s not like I’m playing bebop scales at this point all the 
time … but that’s … a basic way of looking at it.  
 
Ted likened learning the bebop scale to learning to dance the tango. “I’ve taken [tango] 
lessons, and you have to learn the eight steps before you can improvise.” According to 
Ted, the tango contains many elements of improvisation; however, the dancer “must 
always keep track of the eight-step form.” For Ted, learning to negotiate the manner in 
which whole steps and half steps are utilized in creating strong melodic motion within the 
harmonic structure is the first basic step in learning melodic improvisation. He explained 
his thinking about it: 
For me, let’s say [you] have an F7#11, so you can play the C melodic minor scale. 
That doesn't mean you’re going to go [sings melody] or play some kind of a 
cliché lick or scale pattern. It means that you have all these tones as a basis that 
are safe, and all of those notes are going to work. Now figure out different ways 
[to use them] that are more personal. [Y]ou can experiment with how to order 
those notes in a way that sounds good. Maybe you’re going to stack fourths or 
something and create a different sound based on your own feeling about how it 
sounds.  
Ted stated that “this is more of the way he plays now,” saying that he thinks more about 
tonality and tonal centers, rather than whole-step and half-step melodic motion. However, 
Ted believed that whole-step and half-step melodic motion that is demonstrated by 
applying the bebop scale is a fundamental principle young jazz musicians should master.  
 The next step in Ted’s process is aural recognition of chord quality. According to 
Ted, this is the “most important” step in an improviser’s development. “I play a chord for 
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somebody and ask them, ‘What’s the quality of this chord, major, minor, dominant?’ If 
they can identify those very quickly, great,” he said. Once students can quickly and 
accurately identify basic chords aurally, then Ted has them work on identifying 
extensions and alterations to the chord. “Take a dominant chord, does it have a #11 or a		
b9? They have to get to the point where they can identify that, too. They have to be able 
to hear everything,” Ted remarked. It was Ted’s feeling that intellectual knowledge of 
chord-scale relationships is not enough; the learner must be able to recognize them 
aurally, or “It’s not going to work.” 
Once a learner has some fundamentals, Ted likes to create what he referred to as a 
“little game” or “little exercise” that helps students navigate through the harmony. These 
“games” and “exercises” are centered around developing ideas, not about “playing a 
bunch of notes;” they focus on how the musician uses notes and harmony to generate 
ideas. Ted provided an example of a specific exercise:  
Take “Stella by Starlight” or a song where the chord moves most every bar. You 
use very simple ideas like a half step or whole step movement in one direction, 
and that’s it. You can’t move more than a half step or whole step. You [start 
“Stella”] on an F#, okay, good. You go to A7, now you’re on a G, you go to the 
C min7 stay, you go to the F7, and now you’ve got to make a choice. Is it Bb, or 
is it B natural? Well, B natural would probably be the better choice because it 
creates a certain sound. Bb is gonna [sic] sound awkward. Then you go to the F 
min7, and you could go to the C, then you keep going.  
 
In reference to the simplicity of the exercise, Ted mentioned that even advanced and 
college- aged students will often struggle to perform this exercise correctly. For most 
students, the difficulty lies in their inability to remain loyal to their original idea, while at 
the same time keeping track of the harmonic progression.  
 Another exercise that Ted mentioned using with his students is having them 
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improvise through a tune on a “global” level versus a “local” level. Ted defined relating 
to specific tonal centers dictated by the harmonic structure of a particular phrase within 
an overall composition, such as in Jerome Kern’s “All the Things You Are.” The tune 
itself is in concert Ab, with the opening harmonic sequence being iv-ii-V7-I-IV in Ab; 
however, in the sixth measure of the composition, there is a tonal center shift from Ab to 
concert C, and the progression is ii-V7-I in concert C. Making these short harmonic shifts 
within a solo is what Ted refers to as improvising on a “local level.”  
For the exercise at hand, however, Ted has his students play through a tune like 
“All the Things You Are,” but play it at a “global level.” Ted defined playing at a “global 
level” as using the scale of the original key to improvise from throughout the tune, 
regardless of tonal centers. For example, in “All the Things You Are,” students would 
begin improvising in the key of concert Ab using the Ab major scale. When they arrive in 
the sixth measure on the D min7 chord, they have a “decision to make.” They have to 
choose a note(s) from the Ab major scale that will work in the new tonal center of C 
major. Then in the ninth measure, the tonal center shifts again to Eb concert. Now, 
students must once again choose notes from the Ab major scale that work in the key of 
Eb. Students continue to play in Ab, making these choices throughout the entire tune. 
According to Ted, this is another “difficult” exercise, because students must make these 
decisions while trying to remain loyal to the melodic ideas that they are formulating. 
Like Jay, Ted asserted that jazz improvisation is about creating melody, 
regardless of the style of jazz a person is playing. He offered these thoughts in support of 
his assessment: 
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I think a lot of people are under the impression that avant-garde jazz and free jazz 
are merely chaos and some kind of out-there playing. But take a player like 
Ornette Coleman; if you listen to him, [his playing] not really just free or wild …. 
It’s actually incredibly melodic and bluesy. When you … listen to Trane and to 
Coleman and all of these players and Miles and say, “Okay, they’re playing a 
bunch of notes,” [listen to what’s really happening.] They’re using the notes to 
create melodies.  
 
Ted said that if a musician is “just playing a bunch of notes” throughout a solo and not 
“creating melodies,” the player is “missing the point.” Ted added that there are certainly 
going to be instances when a soloist plays some things that “aren’t necessarily melodic 
and “that’s okay.” However, he said, “You've got to come back to some blues or 
something that is melodic, that kind of anchors it.” 
 Ted also stated that “flow and balance” are especially important to an improviser. 
Like Jay, Ted thought it is important for students to record themselves playing and then 
listen back. He explained why it is an important process: 
[W]hen you’re in the moment playing, sometimes you’re not understanding your 
flow and your balance. If you listen back [you may think], “Wow. I just played a 
zillion notes forever. Why did I do that? … Or, I’m not really developing 
anything. I’m just playing a bunch of notes.” I think listening back and analyzing 
yourself is really important, but I think [it’s] really, really important if you’re 
developing [the] ability to flow through a bunch of chords. You should listen to 
yourself play, because you can identify stuff and ask why this note sounds 
awkward and then analyze it.  
 
It was Ted’s feeling that when students listen back to themselves playing, they can 
analyze their solos and more easily identify the ideas and notes that did not work.  
 Gary Smulyan stated that the melodic vocabulary of jazz improvisation is “the 
hardest thing to teach.” He explained, “You can teach someone to play vertically, play 
chords and arpeggios, and for a lot of young musicians, that’s how they play because 
that’s the style today, up and down.” However, according to Gary, a more melodic way 
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of playing “across” the changes is very hard to teach. For Gary, teaching his students to 
“weave through the chords” and “create melodies” goes back to recordings: “I just tell 
them to play along with records. Try and get that time, that sound and that time, and 
transcribe. There’s a real simplicity to all of this learning how to play. It just really boils 
down to the essence of listening and imitating. Listen, copy, listen, copy, listen, listen, 
play back, listen, play back.” Gary remarked that it’s not only jazz musicians who 
employ this method of learning melodic vocabulary, but musicians across all genres have 
used and continue to use this mode of learning. Gary offered the example of Rolling 
Stones’ guitarist Keith Richards: 
Keith Richards wrote a book called Life.31 The first half of that book is how 
[to]find your sound as a musician. It’s fantastic, and it describes perfectly the 
process. When [Keith] was a kid living in his mom’s apartment in London, he had 
a radio he listened to [while playing] his guitar, trying to get the sound and feel of 
these scratchy recordings of Sun House and all these delta blues guys. He had his 
guitar, and he would just imitate for hours trying to emulate that sound and the 
time and the phrasing and the articulation. That’s really it. It’s listening and 
imitating. That’s the essence and simplicity of the concept of learning how to 
play. 
 
Gary remembered when he was learning to improvise all of the musicians that played 
jazz were “melodicists.” According to Gary, playing melodies in a lyrical way is not easy 
to teach. “How do you weave a beautiful melody through a set of chords? Once again, I 
go back to records,” Gary said. He went on, “If that’s how you want to play, you have to 
find players you like who you really want to imitate and sound like, and go after that.”  
 Gary felt that playing in a more melodic fashion is really an “older generation’s” 
																																																						
31	Life by Keith Richards is listed in Appendix C as a part of the complete list of 
resources mentioned by the participants.  
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way of playing. He said, “I think young musicians, like Donnie McCaslin, Mark Turner, 
Ben Wendel and guys of the modern generation that younger musicians look up to and 
idolize, and who are great players, tend to be more vertical players.” Gary did not believe 
that most modern musicians in jazz today are melodicists in the same way musicians of 
the bebop ear, particularly before John Coltrane, were. He elaborated on his observation: 
If you listen to Art Farmer and Miles, [their playing is] melodic oriented. Even the 
writing of Count Basie and Ellington, the language has changed a lot in terms of 
approach and how young musicians approach them. If you hear a young tenor 
player who wants to sound like Dexter Gordon or Ben Webster, that’s unusual. 
Harry Allen, who really plays differently than everybody else on the scene, comes 
right out of Zoot Sims and Dex and Stan Getz, so when you hear a young 
musician who wants to play like that, it’s like, wow, that's different. 
 
Gary said that when he was learning to play jazz, it was more common for young 
musicians to be drawn to melodic players, because that was the way more artists played 
then.  
 Dan Haerle stated that learning the melodic vocabulary of jazz improvisation 
begins with learning to play the instrument. “Learning to play the instrument well is a big 
part of it. You might have great ideas in your head, but if you can’t execute them, it does 
not matter. I always tell all my students, if you can study with a classical teacher, do that 
as long as you can,” he said. Other fundamental practices that Dan cited as important to 
the creative process of melodic improvisation are sight-singing and ear training. 
According to Dan, “When I got serious about sight-singing and ear training, my jazz 
playing immediately got better.” Dan tells his students, “I want you to listen to this scale, 
and play it on your instrument, but first I want you to sing it. If you can’t sing it, you’re 
probably not quite hearing it.” When these “fundamentals” are lagging, any part of 
	
	
	
142 
learning to improvise will be a struggle for the learner, he believed. 
 One of the foundations that Dan works on with his students when teaching 
melodic vocabulary is “bracketing changes.” Dan said, “For instance, bracketing ii-V7-
I’s I teach as a foundation. If they see a ii-V7-I in a major key, they use the major scale of 
the key. If they’re playing in a minor key, they could play the harmonic minor of the 
key.” The next step for Dan is getting students to apply melodic vocabulary to these 
“bracketed” harmonic sequences. He likes to start by “getting them to develop language, 
for instance, [that] might land on the thirds as they move through the scale, you know, 
identifying chord tones.” He added, “As a practice, it’s convenient to arpeggiate up to the 
ninth, one, three, five, seven, nine [sings], and then playing scales.” According to Dan, 
another method of practicing this vocabulary is to “take one kind of scale and play in all 
twelve keys or take one key and play all the skills you have in that key.” Additionally, 
Dan offered, students should limit the amount of material they are going to work on each 
day in order to maximize the results of each practice session.”  
The next step in teaching the melodic vocabulary of jazz improvisation for Dan is 
his “magic motives.” Over his years of teaching, Dan has become “increasingly focused” 
on the use of repetition, and not just of sequences, in the teaching of melodic vocabulary. 
He offered an example: 
Through repetition of small ideas, vocabulary will grow. That really is kind of the 
basis of one of my more recent books, The Magic Motives—teaching [students] a 
little five-note scale and [creating] motives out of that. First of all, the beauty of 
that is its vocabulary. So, they have a lot of vocabulary that they can use in more 
than one place. They could use the same idea on the root of a major chord, or the 
fifth of a dominant chord, or on a third of a half diminished chord. If they get the 
right shape, they can expand the use of their versatility [in] their vocabulary.  
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Dan believed that with the “magic motives” the “little five-note scales” can generate, a 
learner can build a vocabulary quickly.  
 Dan remarked that sometimes it’s a matter of focusing and limiting the 
possibilities when learning vocabulary. “I often tell students,” he said, “when you set 
some kind of premise—I wonder if I can do that? I wonder if I cannot do that?—usually 
it provokes thought, which results in learning.” He continued to explain: 
Sometimes for instance, I’ll have them take a motive shape and try and play it 
over a whole thirty-two bar chorus, which is exactly what I used to do in 
practicing sometimes. I’d sit and play a tune. I played that tune for twenty minutes 
or half an hour at each chorus at the top. I’d sort of say, “Okay, let’s try this.” And 
I’d take a certain motivic shape, and I tried to make that work over all the changes 
for thirty-two bars. It doesn’t make a good solo at all, but in the process, there's 
discovery.  
 
It was Dan’s belief that through this process, the learner discovers what “sounds good” 
and what “sounds not so good,” and those types of lessons are best discovered on their 
own.  
 The next step in Dan’s process is having students apply these motives or any 
newly discovered ideas to a blues. As Dan works with his students on the blues, he 
introduces them to different variations on the form, harmonic structure, and scales. He 
described how he does it: 
I’ll take them through different approaches. One, blues scale, but I’ll show them 
there are more than just one blues scale and how you could add additional 
embellishment to the blues scale. For example, I play what I call the major blues 
scale of 1, #2, 3, 5, 6, 1, but I also like a passing tone between 5 and 6, #5 a lot. A 
lot of the common clichés come out of that scale.  Then you can make that skill fit 
both the I7 and the IV7.  
 
During the process, Dan is always careful to remind each student to be aware of the notes 
that “don’t sound good” or “sound awkward.”  
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 Another approach that Dan often employs with the blues and other harmonic 
progressions in jazz is soloing only using the chord tones. Dan emphasized that during 
this exercise, students should not be using any “chromatic notes” or “embellishments,” 
only chord tones. After students solo just using chord tones, Dan has them solo using the 
bebop scale. “[It] is more of a conventional scale, but also uses chromatic embellishment 
with the basic changes, so there could be a mixture of different things that are going on,” 
he said. Finally, Dan will have students repeat these steps on a ii-V7-I blues.  
 Dan also encourages his students to compose. “Composition and improvisation 
are the same thing,” he pointed out. “Improvisation is just more spontaneous.” One way 
Dan employs composition in the course of teaching his students melodic vocabulary is 
having the student compose a solo or a portion of a solo over a “troublesome spot” within 
a particular harmonic progression. “Most students know what they would like to sound 
like, but they’re just not quick enough to get at it spontaneously,” he explained. “So, I 
have them compose something they like, that just really knocks their socks off, in the two 
bars they are having trouble [with].” Dan encourages his students to take the time to 
compose new ideas, practice them, and play them.  
 Another exercise Dan employed in teaching melodic vocabulary is his “guide tone 
exercise.” Dan will have students sing a guide tone line through a harmonic progression 
by observing the following guide lines: 
As the chord changes, they can either repeat a note or move up or down a half 
step, and in some cases, they have a choice. For instance, if [they’re] on a chord 
where [they’re] on the note C, then the progression goes to D min7. They could 
stay on C or move down to B the sixth or 13th. They’ve got a choice there. I also 
tell them that usually [they’re] going to like the choice that involves an extension 
or an alteration, because they are colorful notes. They may not like the extension 
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all the time, but this is just a little mental exercise. As you go through a chord 
progression, you’re taking one note [sings]. Does it fit? No? Then [you] have to 
go up or down a half step.  
 
One of the most important things about this exercise for Dan is its promotion of self-
discovery. 
 
 Dan stated that he talks a lot with his students about practicing “away from the 
piano” and the “visualization process, which is seeing, hearing, feeling.” He described 
how visualizing impacts learning: 
As with anything, we learn by visualizing things. That’s why when you were in 
history class, you took notes and [studied the historical timeline]. In 1865, that 
happened; in 1869, that happened, and so on. So when you [got to] the exam, you 
[could] recall those things, [partly because] you stored [the information] by 
visualizing it. As musicians, we visualize the idea and what it looks like on the 
staff. We visualize what it looks like on a piano keyboard. We visualize what it 
feels like to execute it. We visualize what it sounds like. All those things 
contribute to learning it.  
 
Dan offered that the learning of all vocabulary in jazz improvisation is a visualization 
process. He said that students should “think about what it feels like” to execute an idea, 
so that they could put their hands on their instrument without [intellectually analyzing the 
idea] and “just do it.” He added, “You play it, hear what it sounds like, and you visualize 
how it feels to play it.” It is Dan’s belief that the process of visualization promotes 
vocabulary development all the time. 
All of Dan’s ideas and exercises described in this section are aimed at promoting 
discovery for each learner. It was his observation, after a long career teaching, playing, 
and loving jazz, that the music is “uniquely” and “deeply personal.” He explained how 
jazz differs from other music in this regard: 
Every type of music has certain clichés—rhythmically, harmonically, 
melodically—that help us recognize it. So, when we turn on the radio, [we can] 
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say, “Ah, that’s jazz. Oh, that’s country western. That’s classical music,” and so 
forth. Well, jazz is boiled down on another level. We can say not just “that's jazz,” 
but that’s Clifford Brown. That's Freddie Hubbard, and that’s Miles Davis.  
 
Dan also pointed out that in jazz, unlike classical music, a musician is not expected to 
play like anyone else, which helps to add an artist’s distinct “signature” to every 
performance. 
 Brad Leali said his process for teaching the melodic vocabulary of jazz 
improvisation starts with “hearing.” Brad said, “I mean, if you can’t hear it [laughs] …. I 
think we would all agree that that’s probably the most—I won't say the most—but 
certainly one of the most important aspects of music and improvising, as well.” 
According to Brad, the “majority” of what he works on with his students “comes down 
to” aural learning and understanding.  
 Brad stated that he likes to start his process with getting on the piano, playing 
“random” chords, and working with his students in identifying the chord and playing the 
root, third, fifth, seventh, etc. Brad also utilizes an exercise he referred to as “diatonic 
13ths.” Brad has the student play the members of each chord ascending (1-3-5-7) within 
the diatonic sequence of the major scale (I-ii-iii-IV-V7-vi-viiÆ). The second step in the 
exercise is to play the same patterns descending every chord (7-5-3-1). The third step was 
identified as “ascend/descend,” which is ascending the first chord and descending the 
second chord (1-3-5-7) on the I chord and  (7-5-3-1) on the ii chord, and so on. The 
fourth step was referred to as “descending/ascending,” which is descending the first and 
ascending the second chord (7-5-3-1) on the I chord and (1-3-5-7) on the ii chord, and so 
on. Once students can play these in time without hesitation, Brad moves to the fifth step 
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in this exercise, having them add the nine, eleven, and thirteen to each chord. Then Brad 
has his students add a chromatic “approach note” to every member of the chord (b1-1-b3-
3-b5-5-b7-7-b9-9-b11-11-b13-13). Following the mastery of playing the diatonic 13th 
chords with the “added approach note,” Brad has his students play the same pattern, but 
with a swung eighth note feel. Brad noted that all these steps in the process should be 
done with the metronome on beat 4 only,32 and all steps should be done in all twelve 
keys. According to Brad, this exercise helps students recognize and play any member of a  
Figure 2. Diatonic 13th Exercise33 
 
																																																						
32	Brad’s process of working with the metronome on specific beats is discussed in greater 
detail earlier in the chapter under the heading “Time feel and groove.” 
33	Brad’s diatonic 13th exercise	is written out in C major, but should be done in all twelve 
keys and full range of the instrument. This example is written for the practical range of 
the saxophone. The chord BÆ is omitted here because it does not fit the practical range of 
the saxophone. 
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chord in all major keys. Furthermore, adding a chromatic approach note assists students 
in establishing guide tones through the harmonic sequences they will encounter. 
The next step in Brad’s process of teaching melodic vocabulary is having the 
student improvise on a “standard” tune using only chord tones. He discussed the strategy:   
The foundation for me is one, three, five and seven because that’s a hard thing to 
do. It is very, very difficult to do. What I do is, I give them those limitations. I 
think that in order to approach melodicism, you have to be limited with your 
choices. If you have a plethora of choices, then it’s hard to discern how to make a 
melody. So, I limit their choices. I say, these are your choices, one, three, five and 
seven. Then I have them add a flat nine, and we’ll just add more notes and more 
notes and more notes.  
 
Brad felt that if students are limited with their options early in the process, then when the 
scales are added back in, it is much easier for them to “hear the guide tones” and play 
with a sound harmonic basis to their melodic language.  Brad described another exercise 
that he uses with his students, “trading:”  
We don’t trade fours we trade threes, so that we have these odd numbers, and all I 
want them to think is melodically. What that helps them do, [it] limits their 
choices, and by trading in these odd number of measures, it forces them to not 
only cross bar lines with their phrases, but also find melodicism within that.  
 
Throughout all his exercises, Brad found that limiting his students’ choices helped them 
to build melodic vocabulary that was sound, both rhythmically and harmonically.  
Transcribing is another substantial aspect of Brad’s process in teaching melodic 
vocabulary. Brad stated that it’s not only important for students who play the same 
instrument, but also for students who play other instruments, including bassists and 
drummers. Brad offered that having students transcribe vocalists in also important in his 
process. How Brad utilizes transcriptions in his pedagogy is discussed in greater detail 
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earlier in this chapter under the subheading “Transcriptions.”  
Tom Walsh explained that when teaching the melodic vocabulary of jazz 
improvisation, he divides this portion of his pedagogy into three parts, “transcription, 
source material, and the process.” For Tom, source material comes from three distinct 
places; the first is “the history of music.” Tom stated that the history of the music comes 
from “absorbing the music, directly imitating, and directly learning from recordings.” 
The second place one obtains source material is from the “theoretical construct.” In 
Tom’s pedagogical approach, theoretical construct is the analyzation of music for the 
purpose of understanding and applying. He offered an example: 
When David Baker taught at the Jamey Aebersold camps, he would play a 
Clifford Brown recording and show the transcription of [the solo] on an overhead 
projector. David would say, “Here’s Clifford, and he’s using bebop scale 
materials, and he’s using enclosures.” I don’t think he took a pen and marked 
anything. I think he just showed the overhead. I still teach the class David used to 
teach at the Aebersold camp. I do it mostly the way he did, but … [with] my own 
take on some things. I take a marker, and I play the solo, and then I mark [on the 
transparency],34 here’s this enclosure, here’s this bebop scale, because it’s not 
always easy to analyze.  
 
Tom said that the analyzation process can be difficult for younger learners when [they] 
have not developed the jazz vocabulary, and they may require assistance early in this 
process.  
 The third type of source material is derived from the “melodies” that already 
“exist in the world.” According to Tom, this form of source material pertains to the 
conceptual framework that he uses: 
																																																						
34	An example of one of Tom’s transparencies from the Jamey Aebersold camp is 
provided in Appendix C. 
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When we’re improvising, we could put things into to very basic categories. There 
are melodic ideas, and there are linear ideas. Now, we can get into defining what 
that means as deep as you want, but in order to learn melodic sensibility, people 
need to memorize melodies. Then they have to notice some things about their 
construction.  
 
Tom remembered that Jamey Aebersold used to have a list of simple nursery rhyme and 
folk song melodies, such as “Happy Birthday,” that he included with some of his 
materials. Tom recalled spending “a lot of time” at a particular point in his development 
learning “nursery rhyme tunes” and “thinking about how they relate to the key.” He 
added, “That was a very profound learning experience, because I started to recognize the 
patterns, the melodic things that happen over and over again.”  
 Tom offered an example of this type of melodic analysis of simple melodies and 
patterns in music that already exists. Taking the scale pattern of 5-6-5-4-3 in a major key, 
Tom points out that it can be found in several places. It is the melodic pattern at the end 
of the song “Are You Sleeping? (Frere Jacques),” on the lyrics “morning bells are 
ringing”, which is the same as in the song, “London Bridge,” on the lyrics “London 
bridge is falling.” Additionally, Tom points out, the opening melodic pattern in Billy 
Strayhorn’s song “Raincheck” 5-8-6-4-2-5-3-1 is the same as the melodic pattern found 
in the National Public Radio theme song. Tom said that when students begin to notice 
these sorts of melodic sequences in different musical contexts, they are “making 
connections.” Tom went on, “That’s what learning is all about. Learning happens when 
you’re attached to something, you know; something that you’re learning has to be 
attached to something you already know.” Noticing melodic patterns is only the 
beginning of the process of understanding and applying melodic patterns. Once the 
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learner has noticed specific reoccurring melodic patterns, Tom has his students play the 
pattern in all twelve keys in order to further their understanding.  
The next step in Tom’s method of teaching melodic vocabulary is a process he 
referred to as the “etude process.” According to Tom, students should take the source 
melodic material that was worked out in all twelve keys and use it in some way. It could 
be used as a direct quotation, like “London Bridge,” or they could use the melodic 
principles of “London Bridge” and create their own melodic idea. He offered an example: 
Let’s say you’re playing on a blues. Let’s take the [sings melody to “London 
Bridge”). We’re going to do it on all the dominant chords. It’s a little weird on the 
minor chords, so we’re going to change the rhythm up. Then we’ll do another V7 
chord [sings melody]. Okay, we have an etude, and most people would not 
recognize that it’s a nursery rhyme. Then we can take it and start varying it [sings 
a variation], so you’re starting to improvise a little bit. So, you go from a preset 
thing and then start to create variations on it. 
 
Tom pointed out that the source material does not have to be nursery rhymes and folk 
songs; it could be a line from a Charlie Parker solo or any strong melodic idea. However, 
he emphasized that it is extremely important that learners be literal when first applying 
the source material to the etude process and realize that at some point they will encounter 
a musical “problem” that will have to be “solved.” Tom stated, “How does this fit over 
this? Can I do this on a minor chord? [Based on experience,] I already decided [sings 
melody] wasn’t going to be so great on the minor chord.” Tom offered that learners 
should attempt to locate a solution and begin to understand that the melodic ideas are not 
one-hundred-percent transferable.  
 For Tom, the aforementioned methods of the etude process are simply the 
“nutshell” of the entire process. Tom did, however, go into great detail of what he’s 
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“come up with” as his etude process.35 Step one, he said, is to “play the melodic idea 
everywhere possible.” “Everywhere possible” could mean that the melodic idea is, in 
fact, only compatible with chords that are major in quality. By way of example, he 
offered the following: 
So, let’s say we’re using the tune “Tune Up,” which is great for just working on 
basic ii-V7-I’s. You have a major chord idea; at first you would just rest for the 
first two measures and play the major idea in measures three and four. Then 
you’re going to rest measures five and six, and you’re gonna [sic] play the major 
idea in measure seven, eight. Same thing, rest nine and ten, play in eleven to 
twelve.  
 
Tom stated that once learners have gotten comfortable playing the idea “everywhere 
possible” and resting all other measures, they should attempt to improvise in measure one 
and two and play the predetermined material in the same measures. He added, “And you 
have to do it; it’s a must. You must play it, and you must play on time. So, when you start 
improvising, you’re going to be playing some idea in those measures that doesn’t lead 
into measure three very well, and then you’re going to miss it. That doesn’t count; you’ve 
got to nail it. Tom pointed out that at first, some people would feel this is a “cookie 
cutter” method, but he explained that more improvisation and creativity are added as the 
process continues. 
 Step two of Tom’s method is to “play it every other place possible.” He said, 
“We’re going to start to space it out and add more improvisation.” Again, using the 
example of “Tune Up,” Tom explained: “If it’s a major idea, I’m going to play the 
predetermined idea on measures three and four, but I’m not going to play it on measures 
																																																						
35	Tom provided a handout, “Assimilating the Jazz Language by Creating Etudes on 
Tunes,” which outlines the etude process and is included in Appendix C. 
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seven and eight. I’m going to improvise there, and then I’m going to play it on measures 
eleven and twelve. It doesn’t come up on measures fifteen and sixteen.” Tom added that 
if desired, the major predetermined idea could be adapted to fit in the measures with ii-
V7 that do not resolve to I, which would be an example of a student’s needing to solve a 
problem.  
 Step three in Tom’s etude process is to “spread the idea out even further.” Tom 
stated, “We’re going to play once every sixteen bars.” According to Tom, this would 
mean playing the predetermined idea once every “chorus” and improvising the rest of the 
time.36 He described the process in some detail: 
Now there are four different places you can play [the idea], so you’re going to go 
through and just systematically improvise. The first time through, I’m playing it 
on the first four bars; second time through, I’m playing it on the second four bars; 
third time, I’m playing it on the third; and the fourth [time], I’m playing on [the] 
fourth. Now, at some point, [the idea] is spread out enough that it’s like you’re on 
a thirty-two bar tune,37and you might get to where you’re doing it once per thirty-
two bars. So, at that point, you’re improvising, and you’re having to remember 
your goal. [If] you’re going to play this idea in the bridge, you have to keep track 
of it. 
 
Tom also implements another “stage” or “another set’ of procedures that feature a great 
portion of the creative process, which include “taking the material and creating 
variation.”  Tom stated, “I have a very systematic way that can be done as simply as 
																																																						
36	For the purpose of this exercise, Tom discusses “Tune Up” as a sixteen-measure form. 
Miles Davis recorded his composition as a thirty-two measure form only on the first 
recording he made of the song. After the first recording, Miles recorded it as a sixteen-
measure form. Most musicians have since played and recorded “Tune Up” as a 16-
measure form, including John Coltrane and Sonny Rollins. 
37	In Tom’s handout regarding the etude process (included in Appendix C), he includes a 
fourth step in which the learner would play the predetermined material only once every 
thirty-two measures; however, because “Tune Up” is only a sixteen-measure form, the 
fourth step is not addressed in this conversation. 
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‘there’s a melodic idea, we’re going to mess around with it.’ We can take it on ii-V7’s 
and break it down into parts and keep the beginning of this, and I’m going to change the 
ending of it.”38 Tom felt that this process could “jumpstart” students’ thinking and set 
them on a path of learning the melodic vocabulary of jazz improvisation.  
Concluding Remarks 
Ted Nash offered, “Teaching improvisation is something that I think the more 
experience you have as a player, the more you can impart to your students.”  It was Ted’s 
feeling that “certain things” cannot be learned in the classroom or through a book; they 
must be learned on the bandstand. “Like, I don’t think you can go get a degree and 
suddenly you have the skill set necessary to teach [jazz] improvisation. It’s a 
combination.” Ted continued, “[In school] you learn how to teach, probably a lot of 
history, a lot of technical things, but the other important part is you as an improviser and 
what you share in terms of your experiences.” According to Ted, teaching improvisation 
is not “black and white,” and each learner is unique and must be taught based on 
individual needs and on a case by case basis. “But, you can’t hold their hand. College 
students are adults, and they must take responsibility for their own individual learning.” 
Dan Haerle concluded by stating, “I wouldn’t say I have [been taught] to play, 
you know?” It was his feeling that most of his personal learning came through self-
discovery:  
Certain things sound good and certain things don’t. I try to guide people by 
saying, listen to this or try this. But, students won’t know until they do it. They 
																																																						
38	Tom has created a handout that discusses this process, Strategies for Practicing and 
Assimilating Bebop Concepts. The handout is included in Appendix C 
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can’t simply be told, and I can’t practice for them. I can’t listen for them, and I 
can’t teach them to play. You have to do it for yourself. You have to learn to play 
for yourself. I’m just a guide, I’m just a person who says that was good or that 
was not so good. That’s been my approach, and it’s worked pretty well. 
Sometimes when you screw up is when you learn the most, and that’s why I 
encourage my students to get out and play.  
 
Dan wanted his students to “not be afraid” to make mistakes. Dan continued, “It’s 
okay to mess up. You will survive. Go for it. Get out and play—that’s where you learn 
the most.” Additionally, Dan offered, “There is an opportunity to learn something every 
day. The good news is it gets easier and easier, gradually. You have to go up and make 
the climb. The good news is the climb gets less steep and the plateaus get closer 
together.”  
 In closing, Jay offered a similar sentiment. “I can’t teach them to play. . . I’m 
simply a guide.” Jay said he offers his students “direction” and “input,” but ultimately, 
they become their own teachers. “Get educated,” he continued. “The more material the 
better, but don’t let the education get in the way of your talent.” It was Jay’s opinion that 
students often focus on one way of looking at a particular concept, but there are other 
ways of understanding and approaching ideas musically. “If students will try to think of 
things in many different ways, many times they will come up with a different conclusion 
and maybe even their own voice.” But Jay believes learning and finding your own voice 
takes time, and ultimately the process can’t be rushed. “Unfortunately, many students 
want to learn in a semester what it took me a decade to figure out.” It was his belief that 
students must “take their time” and “move slowly,” keep their ears “finely tuned,” and let 
things “build.” 
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 Gary Smulyan concluded, “Jazz music is really very much an oral passing down 
of information. Every student needs somebody to listen to them and give them feedback.” 
For Gary, it’s important that the feedback a student receives is not always 
complimentary. He explained, “You don’t need someone there to always be telling you, 
‘You sound beautiful, man.’ Because at the end of the day, unless you sound beautiful, 
you need help.” Much like Dan and Jay, Gary sees himself as a guide and does not intend 
to “spoon feed” his students. “I’m just here to right the ship. I’m not here to give them all 
the answers. I don’t believe that’s my role as a teacher.” Gary stated that he wants his 
students to have a lot of questions, but to be self-motivated and employ self-discovery 
and allow him to “help guide the journey.” 
Chapter Summary 
 The participants identified as artist-level musicians, placed a larger emphasis on 
aural learning as the primary method of learning to improvise than those identified as 
master jazz pedagogues. Participants categorized as master jazz pedagogues utilized a 
more multifaceted approach which included transcription analysis, melodic motive 
exercises, technical exercises, and multiple written jazz improvisation resources. Both 
groups employed self-exploration as a critical means of learning to improvise, 
particularly as it pertains to finding one’s own unique voice on their individual 
instrument. Ultimately, each participant viewed themselves as a guide rather than a 
resource that provides answers to their students.  
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Chapter 4: Turning Points 
 
 In this chapter I will discuss the findings of this study through the lens of 
pedagogical content knowledge and the external literature. The information contained 
within this discussion is organized around the research questions which helped guide my 
study from the outset. As I analyzed the participants’ responses, I realized that I gathered 
their studies orally, and that this was similar to how information was gained and passed 
along throughout the historic jazz culture. Based upon the findings, I present a model of 
how to sequence pedagogical content knowledge into a suggested course of study for jazz 
improvisation. Finally, I discuss the implications of the study and present the need for 
future research.  
Participants’ Pedagogical Knowledge and Teaching Improvisation 
 The first question I had at the outset of the study had to do with how, if at all, 
participants’ pedagogical knowledge influenced their approaches to teaching jazz 
improvisation. With pedagogical content knowledge, pedagogical knowledge is vital in 
the teaching methods of all educators regardless of subject matter (Millican, 2007; 
Shulman, 1986). This included jazz education as well (Grieser, 2014), and this study 
included how the participants presented information, established lesson routines, and 
communicated with their students. Based upon my interviews, Jay Daversa and Gary 
Smulyan did not seem to have set routines with their approach with students. Rather, they 
preferred to teach each student based on what they perceived to be the students’ own self-
discovery and evaluation, and what they heard the student perform in each lesson 
independently. Both Jay and Gary expressed to their students that they were not a 
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recourse for answers to musical problems; rather, they referred to themselves as guides. 
For both Jay and Gary, the ultimate goal with their students was to help each student find 
their own unique and original musical voice. Participants felt that students find their own 
musical voice faster when allowed to think through ideas and make musical discoveries 
through their own instincts, rather than having routines and answers offered to them.	
This technique of using self-discovery with guidance from master jazz musicians 
is a way of learning utilized in the historic jazz culture (Berliner, 1994; Goodrich, 2007).  
Additionally, the utilization of self-discovery or discovery learning transcends the subject 
matter of jazz improvisation and historically was applied to all areas of learning prior to 
formal education (Bruner, 1961).   
Unlike Jay Daversa and Gary Smulyan, who served as musical guides for their 
students, Brad Leali and Tom Walsh informed me during the course of interviews that 
they had set routines of exercise and technical studies that they began all students with at 
first. Thus, they had a more organized sequencing in their presentation of pedagogical 
material to their students. For example, Brad Leali used a sequencing of chord tone 
exercises with all of his students. Brad indicated that the goal with these exercises was to 
help his students internalize the sound of the chord tones in both their ears and minds of 
his students. For Brad, the building of melodic vocabulary used in jazz improvisation 
stemmed from the recognition and proficient use of chordal harmony. In much the same 
way, Tom Walsh had an organized approach in teaching all of his students to improvise 
that took them through specific aural skills and technical exercises grounded in the 
pedagogical teaching of David Baker. For example, Tom had a very specific approach to 
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having students learn melodic vocabulary called, The Etude Process.39 The 
aforementioned methods of organization, routines, and sequencing of material transcend 
subject matter, similar to teaching based in PCK (Schulman, 1986), and are skills related 
to general teaching and presentations skills regardless of subject matter (Millican, 2007). 
Part of pedagogical knowledge with PCK is using published materials with 
students. Although the participants in this study all used their own pedagogical 
approaches with their students, some of them did use published pedagogical resources 
available to jazz educators. Brad Leali, Tom Walsh, and Dan Haerle all mentioned the 
use of different method books with their students. Both Dan and Tom mentioned using 
method studies by Jerry Coker with their students including: Improvising Jazz, Hearin’ 
The Changes, and Elements of the Jazz Language.40 
Tom Walsh mentioned many books by David Baker including, How to Play 
Bebop Vol. 1-3 and How to Learn Tunes. The methods of these books can be seen in 
Tom’s Tune Learning Routine and Etude Process.41 Brad Leali stated that he likes to use 
the Charlie Parker Omnibook to teach phrasing. Brad has his students play the melodic 
content contained in the Charlie Parker solos employing phrasing different than what is 
notated. During the interview, Brad liked to point out to his students that Charlie Parker’s 
solos are so well constructed, that regardless of tempo or phrasing, they sound good. 
Dan Haerle mentioned several of the books he has written on jazz improvisation, 
																																																						
39	Tom’s etude process is outlined in Appendix D. 
40	A complete list of recourses mentioned by the participants can be found in Appendix 
C. 
41	Tom’s tune learning and etude process are outlined in Appendix D.	
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Magic Motives, The Jazz Sound, and Scales for Jazz Improvisation. These instructional 
methods outlined his methods of best practices throughout the process of learning to 
improvise. For example, in his Magic Motives text, Dan outlines a system of using five 
note motives based on the minor, major, and diminished scales. Furthermore, he outlines 
the applications to tunes and provides his thoughts on rhythm. 
All of the participants emphasized the importance of effective communication 
with their students. Brad Leali, Tom Walsh, and Dan Haerle all have taught as a part of 
full-time faculty in major jazz programs in universities and were subjected to student and 
faculty reviews of their classroom management, as well as effectiveness of their 
communication skills. According to Goodrich (2008), successful teachers not only 
effectively communicate with their students by encouragement and instruction, but also 
through demonstration. Goodrich found that one way students learned to perform music 
of the historic jazz culture was through student-teacher mentorship. All of the participants 
mentioned playing or demonstrating musical ideas and concepts for the students. For 
example, Brad Leali mentioned the use of trading choruses or phrases with his students. 
These exercises were employed to demonstrate and work on melodic vocabulary, 
harmonic vocabulary, style, and time.  
During the course of this study I found that Jay Daversa, Ted Nash, and Gary 
Smulyan preferred to be more organic in their pedagogical approach with not having a 
preconceived idea of what each lesson with a student would hold. Dan Haerle, Tom 
Walsh, and Brad Leali seemed to have far more structured approaches with their students. 
For example, Brad Leali would at times assign specific transcriptions for students 
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struggling with various jazz concepts. Similarly, Tom Walsh had a very specific approach 
to having students learn tunes called, The Tune Learning Routine.42 According to Ciorba 
(2009), due to its subjective nature, jazz improvisation can be difficult to teach, and many 
educators struggle with instructional design and implementation of jazz improvisation 
(Ward-Steinman, 2007). Additionally, West (2011) cited a lack of experience and 
instruction in jazz improvisation in undergraduate programs as a leading cause in low 
self-efficacy beliefs of music educators. However, some educators have found that with a 
minimal amount of instruction in the area of jazz improvisation their confidence in 
teaching their students to improvise increased dramatically (Ward-Steinman, 2007; West, 
2011).  
Participants’ Content Knowledge and Teaching Improvisation 
The second question I wanted to learn more about had to do with how, if at all,  
participants’ content knowledge influenced their approaches to teaching jazz 
improvisation. Content knowledge has to do with the quantity, organization, and 
sequencing of knowledge about subject matter that a teacher has in their mind (Grieser, 
2014; Schulman, 1986). The participants in the study acquired knowledge about how to 
improvise in three main ways: informal, discovery-based learning in a community of 
practice; with private teachers; and through formal education.  
Jay Daversa, Gary Smulyan, and Dan Haerle all learned to improvise through a 
means of discovery-based learning in informal settings. All three of these participants 
emphasized that there were very few opportunities to study jazz improvisation in a formal 
																																																						
42	Tom’s tune learning routine is outlined in Appendix D. 
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setting during their development as jazz musicians. Gary Smulyan offered that only 
North Texas State,43 the University of Miami, and Berklee offered degrees in jazz when 
he was looking to pursue an undergraduate degree. Some of the earliest known examples 
of formal jazz pedagogy in higher education can be traced back to 1935; however, the 
earliest generation of jazz educators were primarily academics rather than highly 
proficient jazz musicians (Krikun, 2008; Prouty, 2005). Furthermore, historically, jazz 
and popular music have been viewed as less serious musical forms when compared to 
Western European classical music (Mark, 1987). This view of jazz and popular music has 
made the implementation of jazz and popular music into higher education offerings 
controversial and a much slower process than other subject areas (Krikun, 2008; Mark, 
1987).   
Jay, Gary, and Dan all indicated that there were very few, if any, written resources 
available on jazz improvisation instruction when they were learning. Similarly, 
researchers noted that prior to the late 1960s jazz education resources and written 
instructional methods were nonexistent (Berliner, 1994; Prouty, 2005; Witmer & 
Robbins, 1988). However, the participants all credited three main factors in learning to 
improvise: recordings, mentors, and practicing community. All of the aforementioned 
factors employed a great deal of discovery-based learning. Gary Smulyan indicated that 
recordings were his greatest source of learning to improvise, stating that he would listen 
and aurally transcribe all the wind players’ solos on an album. Gary felt that having a 
musical idol or someone to emulate is a crucial part of learning to improvise. Emulation 
																																																						
43	Now the University of North Texas. 
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is also the first step in Clark Terry’s three steps for learning to improvise.  
Jay, Dan, and Gary all mentioned having a musical mentor that helped them 
during the process of learning to improvise. Dan referenced his relationship with a 
saxophonist who played clubs while Jay discussed musical mentors, but not necessarily 
in the area of improvisation. Jay mentioned his musical relationship with Conrad Gozzo 
as being particularly influential in his development, and ultimately contributed to his 
decision to focus on studio playing. Additionally, it was Gozzo that made the initial 
connection for Jay with legendary trumpeter, Claude Gordon who became Jay’s first 
private teacher.  
All of the participants in this study indicated that having a mentor was key in 
learning to improvise. These mentors served as informal teachers who guided the 
participants in the process of learning to improvise and to develop their content 
knowledge. For example, Dan Haerle recalled a saxophonist named Ronnie Diehl that 
played some club dates in Des Moines, Iowa who would give him tunes to learn and 
critique Dan’s playing to let him know when he was doing things well. Similarly, Brad 
Leali mentioned Cecil Lewis, who would have students over to his house to jam and talk 
with them about jazz concepts. Musical mentors can play a significant role in a learner’s 
musical development and is consistent with learning in the historic jazz culture 
(Goodrich, 2008; Kelly, 2013).  
Another important aspect of how all the participants learned jazz improvisation 
was participating in a practicing community. The jazz community as an educational 
system is part of the historic jazz tradition and vital to learning the styles, practices, and 
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improvisation of jazz music (Berliner, 1994). Gary Smulyan remembered a group of 
friends he had in Long Island when he learned to improvise that would get together and 
listen to records, transcribe solos, and jam until the early morning hours. Tom Walsh 
remembered having a group of friends that would get together after school and jam to 
Jamey Aebersold play-a-longs. Brad Leali remembered being a part of a group of 
students who would go to a mentor’s house after school and work on playing jazz 
stylings and improvisation. The social climate and social interaction in the process of 
learning jazz improvisation can have a profound impact on each learner (Dyas, 2006; 
Goodrich, 2007, 2008, 2016). Researchers have found that social interaction in learning 
jazz improvisation have helped musicians inspire each other.  
Researchers have found that private instruction plays a significant role in students 
learning to play jazz music (e.g., Kelly, 2013), and the participants in this study took 
private lessons. Tom Walsh and Ted Nash both studied jazz and jazz improvisation in a 
more formal setting with a private teacher. Ted studied with legendary Los Angeles 
vibraphonist and jazz educator, Charlie Shoemake. Similarly, Tom studied with 
saxophonist and master jazz educator Mike Tracy. Both Mike Tracy and Charlie 
Shoemake seemed to have organized ways of sequencing information. For example, 
Charlie had ted begin by memorizing many written out jazz solos of master jazz 
improvisers. According to Ted, this was done to help his ears develop an understanding 
of jazz melodic and harmonic vocabulary.  
Parental influence was another important factor for many of the participants 
learning to improvise that contributed to their development of content knowledge. For 
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example, Dan Haerle recalled playing chords and accompaniments while his father 
practiced, and Jay Daversa indicated that it was his father who encouraged 
experimentation with a bugle he had brought home for him. Additionally, Jay’s father 
had a swing band that played in the Los Angeles metro area in which Jay began 
performing when he was six years old. Ted Nash indicated that his father and uncle who 
were accomplished musicians in the Los Angeles studio scene where a large influence on 
his initial curiosities about music and learning to improvise. Ted remembered his father 
taking him to recording sessions and his first private teacher.  
 During the course of the interviews, Jay Daversa, Gray Smulyan, and Brad Leali 
were very hesitant to offer a prescribed set of ideas when teaching jazz improvisation that 
fit the “professional agenda” (Niermen, Zeichner, & Hobbel, 2002). Instead, they opted 
for a more organic approach, not a one size fits all approach espoused by published jazz 
materials and jazz programs. Jay did indicate that the knowledge of his students and 
where they were musically did play a role with how he organized and sequenced the 
information for each learner. For example, if a student performed an improvisation and 
Jay noticed issues with a student’s time feel and groove, this is where he begins 
organizing content for instruction. For Jay’s approaches with jazz improvisation, he 
organized his content knowledge around students first becoming proficient with time feel 
and groove. However, Ted Nash, Tom Walsh, and Dan Haerle did ascribe to using at 
least from the outset a set of established routines that they followed with their students. 
 Ted Nash, Tom Walsh, Dan Haerle, and Brad Leali seemed to organize their 
knowledge with their curriculum into four key areas: technique and theoretical repertoire; 
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aural skills; and history and historical context. Technique and theoretical understanding 
referred to technical proficiency on the learner’s particular instrument and their 
theoretical understanding. For example, Brad Leali used a sequence of chordal exercises 
that emphasized a student’s knowledge of chordal harmony as well as their ability to 
enact that understand on their individual instrument. Repertoire was the study of tunes 
and solos of master jazz improvisers. All of the participants began by having their student 
learn songs from the Great American Songbook. Additionally, all of the participants had 
their students memorize the melody and harmony to each song studied, then each had 
their own exercises of teaching students to emphasized the harmony as they improvised. 
For example, Ted Nash used an exercise of having his students improvise over a jazz 
standard where students are required to improvise simple ideas by only moving a whole 
step or half step through the harmonic structure.  
 Aural skills played a role with understanding content and being able to learn how 
to improvise in this study, where the participants emphasized a student’s understanding 
of major playing concepts of harmony and serious listening to definitive jazz recordings. 
This understanding included an ability to identify specific harmonic sequences, melodic 
intervals, groups of players, playing styles, and philosophies, as well as the construction 
of improvised solos on specific recordings. For example, Tom Walsh’s process of having 
students sing chord tones through harmonic progressions, then identify simple melodic 
motifs within tune melodies or improvised solos of jazz masters, allowed students to 
connect to the style and articulations of master jazz improvisers throughout jazz history.  
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Participants’ Curriculum Knowledge and Teaching Improvisation 
I also wanted to explore how, if at all, participants’ curriculum knowledge 
influenced their approaches to teaching jazz improvisation. Curriculum knowledge is a 
crucial part of pedagogical content knowledge (Millican, 2007; Shulman, 1986) and 
much of the jazz education literature has focused on visual learning that employs method 
books, technical exercises, and big band literature (Goodrich, 2008; Kelly, 2013). In this 
study, an interesting finding is that all of the participants taught their students in a manner 
similar to the way they were taught and learned. For example, the artist-level musicians 
Jay Daversa, Gary Smulyan, and Ted Nash did not learn to improvise by using any 
method books or instructional materials, and they indicated they did not use them with 
their students either. However, Ted Nash did mention the use of written transcriptions in 
the earliest stages of his learning to improvise. Ted’s rationale for the use of these 
materials was to give his students a “jump start” on playing, recognizing, and hearing the 
melodic and harmonic vocabulary of master jazz improvisers. After the early stages of 
development, Ted did not use written transcriptions with his students. This finding is 
similar to Re (2004), who indicated that current methods of teaching transcription in 
higher education rely heavily on visual learning and recommended that jazz professors 
adopt practice methods centered around aural learning of jazz stylings and transcription.  
During the course of this study, I noted the use of visual learning among the 
participants, primarily with the master jazz pedagogues. Dan Haerle allowed his students 
to use Real Books for learning and memorizing tunes. Additionally, Dan uses his own 
Magic Motives book which makes use of written five-note melodic motives for students 
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to learn. Similarly, Brad Leali makes use of the Charlie Parker Omnibook by having his 
students play the written solo with various tempos and phrasing. This was not really 
surprising, as Porter (1989) suggested that jazz educators tend to focus on visual learning, 
and the attributes of jazz education that are most easily objectified (e.g., technical facility, 
chord/scale relationships, composing and arranging, reductions of classic solos). This is a 
trend that began with the surge in popularity of jazz education in the late 1960s, when 
resources dedicated to jazz improvisation were nonexistent (Berliner, 1994; Prouty, 2005; 
Witmer & Robbins, 1988). Despite the use of some visual learning, however, most of the 
master jazz pedagogues that participated in this study did make use of aural learning 
techniques with their students. For example, Brad Leali and Tom Walsh discussed having 
his students transcribe solos from recordings by ear. Dan Haerle utilized a method of trial 
and error as a means of self-discovery by having students improvise and determine what 
they felt sounded good and what did not work. 
 An interesting facet of this study involved what I perceived to be a lack of 
curriculum knowledge from both the master jazz pedagogues and artist level musicians. 
Historically, jazz improvisation has been taught in informal settings through mentors, 
peer mentoring in a practicing community, or in a formal private setting (Goodrich, 2008; 
Kelly 2013). These types of pedagogical approaches make teaching jazz improvisation 
hard to put in a static, one size fits all curriculum. Jazz improvisation is rarely taught in a 
seated classroom where curricular knowledge is employed; rather, it is taught in private 
settings where instruction is customized to fit the individual student’s needs. Lesson 
grades are usually based on the student’s ability to master each concept and not on the 
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rigors of an academic calendar. However, even though some of the participants in this 
study learned through formal means, most still did not subscribe to a set curriculum 
rather preferring to allow each student to develop at their own speed based upon their 
own jazz interests.  
Model for Teaching Improvisation 
In this study both the artist-level musicians and master jazz pedagogues all 
subscribed to a more organic mode of teaching jazz improvisation, and not a one size fits 
all approach that many published jazz materials espouse. Most of these participants did 
not utilize an established curriculum for teaching, but rather relied on the knowledge of 
their students and their own content knowledge of what they know and how they learned 
for the best practices of teaching. Based on the pedagogical content knowledge they 
provided in this study, I have devised an approach to teaching jazz improvisation for 
undergraduate students. I organized this model with an eight-semester, or four-year, 
sequence of pedagogy and content for instruction. With each academic year, I present a 
description of what I learned from the participants, and how this pedagogical content 
knowledge can be used with students to learn how to improvise in jazz. I then present a 
two-semester outline (one academic year) that demonstrates how the pedagogical 
principles and content knowledge shared by the participants in this study can be 
sequenced.  
Suggested Course of Study for Eight Semesters of Undergraduate Study 
 All of the participants in this study utilized their pedagogical content knowledge 
in teaching their students to improvise. Within their pedagogical content knowledge, the 
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participants relied heavily on their content knowledge, and knowledge of their students’ 
capabilities within their teaching methods. Overall, the participants seemed to organize 
their content knowledge into four key areas; technical and theoretical understanding, 
repertoire, aural skills, and historical context. The first two semesters of this suggested 
course of study are focused on a student’s understanding of basic harmony of the major 
scale, time feel and groove, the blues musical form, playing basic melodies by ear, and 
the memorization of improvised solos of master jazz improvisers in the historic jazz 
culture.  
Semester 1 
 
• Major Scales by ear all 12 keys (metronome on 2 & 4 only) 
• Study of basic harmony & the blues 
• Improvising on the blues one note, two note, three note limitation (time feel and 
grove) 
• Basic melodies by ear all 12 keys (random starting note) 
• Memorize solo from suggested solo from Suggested Solo List (SSL) 
 
Semester 2 
 
• Harmonic Minor Scales by ear all 12 keys (metronome on 2 & 4 only) 
• Continued study of basic harmonic elements & ii-V7-I 
• Blues Scales by ear in concert Bb F, C, Eb (metronome on 2 & 4 only) 
• Continued Improvisation on blues  
• Memorize blues solo from SSL in concert Bb, F, C, or Eb 
• Basic melodies by ear all 12 keys (random starting note) 
 
 The third and fourth semesters are a continuation of the aforementioned first two 
semesters of study of technical and theoretical understanding, aural skills, and history and 
historical understanding. These semesters focused on a student’s understanding of basic 
harmony of the jazz melodic minor scales and the chords contained within the diatonic 
sequence of the major scale. Students would also continue their study of the blues 
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musical form, as well as begin the study and understanding of the harmonic progressions 
of “I’ve Got Rhythm” and major ii-V7-I progressions. Emphasis would also be placed on 
aural skills of playing basic melodies, blues in all twelve keys, and jazz standards by ear, 
and the memorization of improvised solos of master jazz improvisers in the historic jazz 
culture.  
Semester 3 
 
• Jazz Melodic Minor Scales by ear all 12 keys (metronome on 2 & 4 only) 
• Blues Scales by ear in all 12 major keys (metronome on 2 & 4 only) 
• Study of basic harmony & Rhythm Changes 
• Memorize solo from SSL on Rhythm Changes 
• Basic melodies by ear all 12 keys (random starting note) 
• Memorize 2 jazz standards by ear from suggested tunes list (STL) 
• Improvising of ii-V7-I & recognizing tonal centers by ear 
 
Semester 4  
 
• Diatonic 7th Chords by ear through all 12 keys (metronome on 2 & 4 only) 
• Memorize 2 jazz standards by ear from (STL) 
• Memorize solo from SSL on Blues/Standard 
• Basic melodies by ear all 12 keys (random starting note) 
• Continued improvisation on the blues and Rhythm Changes 
• Improvising to standards with 1, 3, 6, 7 only 
 
 In the fifth and sixth semesters, students would begin upper division studies in 
jazz improvisation and would began to focus on the understanding of more advanced jazz 
improvisation concepts beyond basic major and minor harmonic procedures. Students 
will be introduced to the bebop scale and begin transcribing solos of master jazz 
improvisers from the historic jazz culture. A continued study of harmonic extension 
procedures as applied in major and minor keys will be covered as well as study and 
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understanding of bassline construction. All areas of study for learners in this level of 
curriculum should heavily employ the use of aural rather than visual learning.  
Semester 5 
 
• Continue study of Diatonic 7th Chords by ear through all 12 keys (metronome on 2 & 
4 only) 
• Memorize Bebop scales by ear all 12 keys (metronome on 2 & 4 only) 
• Memorize 2 jazz standards by ear from (STL) 
• Transcribe & memorize solo from recording by ear 
• Transcription analysis and melodic motive etude creation 
• Improvising to standards with 1, 3, 6, 7, 9 only 
• Bassline construction 
 
Semester 6 
 
• Pentatonic Scales by ear all 12 major and minor keys (metronome on 2 & 4 only) 
• Continued study of applying Bebop scales. 
• Diatonic 13th Chords by ear through all 12 keys (metronome on 2 & 4 only) 
• Memorize 2 jazz standards by ear from (STL) 
• Improvising to standards with 1, 3, 6, 7, 9 only 
• Transcribe & memorize solo from recording by ear 
• Transcription analysis and melodic motive etude creation 
• Memorizing lines by ear in all 12 keys 
• Continuation of bassline construction 
 
The seventh and eighth semesters are a continuation of the aforementioned first 
two semesters of study of technical and theoretical understanding and aural skills, and 
historical understanding. These last two semesters are dedicated to developing students’ 
understanding and practice of advance harmonic procedures beyond the major scale and 
minor and local harmony, time and groove feel, creative improvisation, advance aural 
skills, and memorizing of jazz standards and transcribed solos of master jazz improvisers 
from the historic jazz culture.  
Semester 7 
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• Whole Tone Scales by ear (metronome on 4 only) 
• Continuation of Diatonic 13th Chords by ear through all 12 keys (metronome on 4 
only) 
• Memorize 2 jazz standards by ear from (STL) 
• Transcribe & memorize solo from recording by ear 
• Transcription analysis and melodic motive etude creation 
• Memorizing lines by ear in all 12 keys 
• Local vs Global improvisation 
• Creative improvisation recording, listening, practicing 
• Improvising basslines 
• Standard melodies through multiple keys 
 
Semester 8 
 
• Diminished Scales by ear (metronome on 4 only) 
• Memorize 2 jazz standards by ear from (STL) 
• Transcribe & memorize solo from recording by ear 
• Transcription analysis and melodic motive etude creation 
• Memorizing lines by ear in all 12 keys 
• Local vs Global improvisation 
• Creative improvisation recording, listening, practicing 
• Improvising basslines 
• Standard melodies through multiple keys 
 
The curricular outline offered here is one realization based on the pedagogical 
content knowledge used by the participants in teaching their students the art of jazz 
improvisation. In this model I outline the content knowledge utilized by the participants, 
organized in four key areas of technical and theoretical understanding, repertoire, aural 
skills, and historic context. Where a student should begin in this model and how quickly 
they would advance through the concepts would not be the same for each individual 
learner. This is simply a suggested model. Similar to how the participants in this study 
espoused flexibility and teaching students based upon their individual skills, teachers 
should remain flexible in order to make the content of this model fit the needs and 
development level of each learner for a more organic approach to learning to improvise. 
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Implications for the Profession 
 This research study yielded insights about how artist-level musicians and master 
jazz pedagogues utilized their pedagogical content knowledge to teach jazz 
improvisation. Based upon the findings of this particular study, these insights may be 
useful to preservice and active music educators who teach or direct a jazz ensemble.  
Each of the participants in this study taught their students based in their own 
content knowledge and the knowledge of their students. In order to teach jazz and jazz 
improvisation, preservice teachers need more than just a casual experience with jazz 
pedagogy, and should look to increase their own content knowledge in the area of jazz 
through both formal and informal educational opportunities. For example, not only is it 
important for preservice music educators to participate in a college jazz ensemble, but 
that they also have a significant amount of experience in the study of the harmonic 
procedures of jazz and jazz improvisation. This experience should extend past the 
rehearsal hall of the jazz ensemble and the undergraduate courses in music theory. 
Preservice music educators might consider courses in applied jazz improvisation, jazz 
pedagogy, jazz chamber ensembles, and jazz harmony. 
The participants in this study reported learning to improvise from more 
experienced musicians who mentored them, and also from learning jazz with their peers.  
Preservice music educators can increase their own content knowledge through informal 
educational experiences via a musical mentor—people who can clue them in on local 
performances and performance opportunities. Peer mentoring is another teaching method 
that could be explored by active music educators in teaching jazz and jazz improvisation. 
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For example, teachers could invite university-level jazz students to attend school jazz 
ensemble rehearsals and mentor high school students. Additionally, high school level jazz 
students could attend rehearsals of junior high-level jazz ensembles and mentor the 
younger students. 
As previously discussed, the historic jazz tradition is based in informal learning 
through aural transmission, and the participants in this study indicated that a lot of their 
learning was aural-based. Preservice music teachers might look for opportunities to see 
jazz artists live, and perform in settings with jazz musicians who are better than 
themselves. These opportunities should lead to discovery learning and an increase in 
content knowledge.  
The participants reported that they made mistakes when they began learning to 
improvise and that they spent countless hours honing their skills. Active music educators 
should foster an environment where students feel comfortable with early attempts at 
improvisation and emphasize improvisation for all students in all of their ensembles, not 
just the jazz ensembles where they learn melodies and improvise by ear. Melodies and 
harmonic structures should be based on the knowledge an educator has of their students’ 
musical development and understanding. Educators should utilize their own pedagogical 
content knowledge and strive to find melodies and harmonic structures on a level where a 
student’s abilities and inabilities meet. Attempting to teach students through materials 
that are too difficult or not challenging rarely yields results.  
Another finding in this study was that the participants learned while playing at 
jam sessions. Music educators can create opportunities for informal learning for their 
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students by creating practicing communities for their students. These modes of learning 
go beyond the reading of charts in a jazz ensemble rehearsal as the only outlet for 
learning jazz. Music teachers can create these opportunities by organizing jam sessions 
for students in local venues outside of the school such as in restaurants, coffee houses, 
music venues, and local theaters. Additionally, teachers could invite guest musicians who 
are accomplished improvisers to come play and offer feedback and suggestion to the 
students. 
Music educators could use their pedagogical content knowledge to form groups of 
students of comparable ability into jazz chamber groups. Within these groups students 
would be assigned a recording to listen to and recreate on their instruments aurally. 
Educators could create an opportunity for students to perform in these groups both in and 
outside of the school.  
It is important to continue the traditions of how jazz musicians learned in the 
historic jazz culture, such as aural learning, as part of the learning process in school jazz 
ensembles. Based upon the findings in this study, the participants learned jazz in these 
types of ways, and continue to use these elements in their teaching. Music teachers can 
help to keep these traditions alive for their students—the next generation of jazz 
performers—who will have a working knowledge of the history, culture, and style of jazz 
and jazz improvisation. Preservice and music educators might take it upon themselves to 
increase their pedagogical content knowledge in order to model and mentor students in 
this great American art form. 
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Limitations and Need for Further Research 
The objective of this study was a comprehensive description of the teaching 
techniques of master jazz pedagogues and artist-level musicians and to gather 
information regarding how content knowledge, curricular knowledge, and pedagogical 
content knowledge inform these methods. No attempts were made to assign frequencies 
to participants’ responses, and rare phenomena received the same amount of 
consideration and attention as more frequent responses (Creswell, 2008).  
This study involved the gathering and analysis of interview data in order to gain 
insight into how artist-level jazz musicians and master jazz pedagogues learned and teach 
improvisation in jazz. The focus of this investigation was on their participants’ 
perspectives. Studying an artist-level jazz musician and master jazz pedagogue in depth 
with interviews and observations over a longer period of time may provide additional 
insights into how they use pedagogical content knowledge in their teaching.  
The scope of this study was limited to world renowned jazz musicians and 
educators who taught at the university level. Additional studies could focus on active 
school music teachers who identify as jazz educators. This type of inquiry could add to 
research literature by providing additional insights into how active school music teachers 
employ pedagogical content knowledge with their students in school jazz ensembles. 
This study employed a sample of convenience and made no attempts to include a 
specific gender component as a part of participant selection. Future studies should 
involve researchers studying the perspectives of women in jazz in order to gather their 
stories for a more diverse narrative. Some examples could include Ingrid Jensen, Terri 
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Lyne Carrington, and Regina Carter.   
Finally, this research study explored the perspectives of teachers and no effort 
was made to account for the perspectives of the learners. Future studies could involve 
researchers studying the perspectives of the students regarding how they learn pedagogy 
and content, and how they use/retain this knowledge with improvisation and could form 
the bases of a large-scale survey study. 	
Epilogue: A Return to Pine Bluff  
 In the fall of 2019, I returned to Pine Bluff with a camera crew to record an 
interview with Gwen Terry for a jazz interview series I do at Evangel University.44 Clark 
had been gone for more than four years, and I had not seen or spoken with Gwen since 
January 2015. With my newly gained knowledge about teaching jazz improvisation based 
upon the stories and perspectives of the participants in this study, I was excited at the 
opportunity to return to Pine Bluff for another visit with Gwen. I met Gwen at the 
University of Arkansas Pine Bluff Business Support Incubator in downtown Pine Bluff. 
We gathered in the Bistro Room that was very reminiscent of a historic jazz club in New 
York or maybe Kansas City. As the camera crew was setting up for the shoot, Gwen and 
I settled into a cozy corner of the room furnished with a couch and plush chairs in front of 
a window overlooking a wooded area, beautiful in the colors of autumn. As we 
reminisced about our first visit and my connection with Clark, I found in Gwen the same 
lovingly warm, gentle, honest and open spirit I had encountered when we first met.  
Gwen recounted being with Dizzy Gillespie in the green room of Madison Square 
																																																						
44	This interview should be published on YouTube sometime in the spring of 2021. 
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Garden in New York City and his telling her that Clark was one of the greatest trumpet 
players who ever lived, if not the greatest. She told me stories of Clark with Duke 
Ellington and Count Basie, and even some personal stories of the man Clark had been at 
home. Her greatest desire though was to reiterate Clark’s passion for jazz education. 
Gwen spoke of Clark’s struggles trying to learn to play the trumpet when he was growing 
up, how Clark had gone to a junk pile and made a trumpet out of a piece of garden hose, a 
funnel, and a piece of scrap metal for a mouthpiece. She spoke joyously as she recalled 
the story of how the neighbors had all pitched in to buy Clark his first trumpet and was 
nearly moved to tears as she told how his father had kicked him out of the house for 
having an instrument.  
Gwen wanted people to remember Clark’s perseverance and how he wanted to 
play trumpet more than anything. She told of how professional musicians in St. Louis 
would give him nonsense answers to his musical questions as a kid and how Clark had 
said that if he ever learned to play, he would tell everyone who asked him questions 
exactly what to do. And she told me how in his last days Clark said over and over that he 
couldn’t go yet because he had so many students left to teach. 
 Gwen was quite thrilled to be included in the interview series, which she hoped 
would help keep Clark’s memory alive. I told her that Clark Terry was one of the greatest 
musicians to ever grace this planet and that his contributions to American music, the 
trumpet, and jazz education were immeasurable. I reassured Gwen that she could rest 
easy—Clark Terry will never be forgotten.   
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Appendix A  
Sample Interview Questions for Participants 
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Sample Interview Questions for Participants 
1. Tell me about your musical background. 
2. How did you learn to improvise? 
a. What are some of your most memorable moments when learning to 
improvise? 
b. Who were/are your major musical influences? (recordings) 
c. Who were/are your major musical influences? (in person) 
3. Who were your teachers? 
a. Tell about teaching anything they taught you. 
4. When you begin learning a tune, how do you approach it? 
5. When you introduce a tune to a student, how do you approach this? 
6. Describe to me in detail your methods you would use in teaching students the 
melodic vocabulary of jazz improvisation? 
a. What do you do to breakdown the teaching process to help students 
understand how to improvise? 
7. How did the early jazz master musicians learn to improvise? 
 a.    How do you incorporate these elements? 
8. Do you make use of any written materials? If so, what are they? If not, why? 
9. Describe the importance of aural learning in your teaching approaches? 
10. Describe the importance of visual learning in your teaching approaches?  
11. Describe how you make use of transcribing solos in your teaching approaches? 
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12. What are the most important elements for students to practice while working to 
develop the melodic vocabulary of jazz improvisation 
13.  How can the vocabulary of jazz improvisation be taught? 
14. Do you have anything additional to add that you feel is vital to teaching the 
melodic vocabulary of jazz improvisation? 
15. Have you ever designed an improvisation class?  
a. If yes, how is it structured? 
b. What concepts do you teach? 
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Appendix B 
The Doodle System as Told to Me by Clark Terry  
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Clark Terry’s Doodle System for Articulation and Swing Feel (as he told me) 
 
 
1. Say all of the vowels: A, E, I, O, U. 
 
2. Say the word “doodle”. 
 
3. Now add “oodle” to the end of all the vowels.45 
 
 Example: Addle, Edle, Idle, Oddle, Udle46 
 
4. Say each word as one syllable avoiding over emphasizing the vowel name or 
dle.47 
 
5. Experiment with accenting different syllables to increase proficiency and 
comfortability.  
 
 
	  
																																																						
45	We stated it sounds more like adding “dle” to the vowels, however, Clark stated this 
step as adding “oodle” to the vowels. 
46	All of the vowel portions should be said with the vowel name not the vowel sound, 
except for Udle, which should be pronounced, “oodle”. 
47	It helps to not open your mouth too wide, try not to move your jaw, and let the tip of 
your tongue do most of the moving. The Doodle System as Told to Me by Clark Terry	
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Appendix C 
List of Resources Mentioned by Participants 
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Title        Author 
1. Improvising Jazz      Jerry Coker 
2.  How to Learn Tunes      David Baker 
3.  Hearing Changes      Jerry Coker 
4. I Walk with Giants: The Autobiography of Jimmy Heath Jimmy Heath 
5.  A New Approach to Jazz Improvisation Vol. 1-133  Jamey Aebersold 
6.  danhaerle.com/books      Dan Haerle 
7.  Magic Motives      Dan Haerle 
8.  The Eddie Harris Interverlistic Concept   Eddie Harris 
9.  Beyond the Horn      Walt Weiskopf 
10. Intervalic Improvisation: The Modern Sound  Walt Weiskopf 
11.  Practicing Jazz: A Creative Approach    David Baker 
12.  Bebop Jazz Solos – C, Bb, Eb    David Baker 
13.  Modern Concepts in Jazz Improvisation   David Baker 
14.  Jazz Pedagogy: A Comprehensive Method 
 of Jazz Education for Teacher and Student   David Baker 
15.  How to Play Bebop Vol. 1-3     David Baker 
16.  Jazz Improvisation: A Comprehensive Method for All  
 Musicians       David Baker 
17.  Arranging and Composing     David Baker 
18.  Techniques of Improvisation – Vol. 1 (The Lydian  
 Chromatic Concept)       David Baker 
19.  Jazz Bass Clef Expression and Exploration   David Baker 
20.  Creative Reading Studies for Saxophone   Joseph Viola 
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21. Technique of the Saxophone Vol. 1 Scale Studies  Joseph Viola 
22.  Technique of the Saxophone Vol. 2 Chord Studies  Joseph Viola 
23.  Technique of the Saxophone Vol. 3 Rhythm Studies  Joseph Viola 
24.  Basic Jazz Conception for Saxophone   Lennie Niehaus 
25.  Intermediate Jazz Conception for Saxophone  Lennie Niehaus 
26.  Advances Jazz Conception for Saxophone   Lennie Niehaus 
27.  Jazz Conception for Saxophone Duets   Lennie Niehaus 
28.  Lennie Niehaus Plays the Blues: Solos/Etudes in All  
 12 Keys       Lennie Niehaus 
29.  Triad Pairs for Jazz: Practice and Application for the 
 Jazz Improviser      Gary Campbell 
30.  Understanding the Diminished Scale: A Guide for the 
 Modern Jazz Player      Walt Weiskopf 
31.  Patterns for Jazz       Jerry Coker, Jimmy    
                   Casale, Gary  
        Campbell, Jerry  
        Greene 
 
32.  A Chromatic Approach to Jazz Harmony and Melody David Liebman 
33.  How to Approach Standards Chromatically: Techniques  
 of Superimposition      David Liebman 
34.  Chromatic/non-diatonic Scales    David Liebman 
35. Elements of the Jazz Language    Jerry Coker 
36.  Barry Harris: Spirit of Bebop (DVD)    Barry Harris 
37.  Life        Keith Richards 
38.  Charlie Parker Omnibook     Michael H. Goldsen  
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39.  Inside Improvisation Series for all Instruments 
 Vol. 1 – Melodic Structures     Jerry Bergonzi 
40.  Inside Improvisation Series for all Instruments 
 Vol. 2 – Pentatonics      Jerry Bergonzi 
41.  Inside Improvisation Series for all Instruments 
 Vol. 3 – Jazz Line      Jerry Bergonzi 
42.  Inside Improvisation Series for all Instruments 
 Vol. 4 – Melodic Rhythms     Jerry Bergonzi 
43.  Inside Improvisation Series for all Instruments 
 Vol. 5 – Thesaurus of Intervallic Melodies   Jerry Bergonzi 
44.  Inside Improvisation Series for all Instruments 
 Vol. 6 – Developing a Jazz Language   Jerry Bergonzi 
45.  Inside Improvisation Series for all Instruments 
 Vol. 7 – Hexatonics      Jerry Bergonzi 
46.  The Jazz Theory Book     Mark Levine 
47. The Jazz Chord & Scale Handbook    Gary Keller 
48.  Daily Warm-Up Exercises for Saxophone   Jackie McLean 
49.  Patterns for Improvisation     Oliver Nelson 
50.  Universal Method for Saxophone    Paul Deville 
51.  25 Daily Exercises for Saxophone    Hyacinthe Klose 
52. The Jazz Musician’s Guide to Creative Practicing  Dave Berkman 
53.  The Augmented Scale in Jazz     Ramon Ricker,  
Walt Weiskopf 
54.  Repository of Scales and Melodic Patterns   Yusef Lateef 
55.  Jazz Theory Resources: Vol. 1 & 2    Bert Ligon 
56. Thesaurus of Scales & Melodic Patterns   Nicolas Slonimsky 
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57. Top Tones for Saxophone     Sigurd Rascher 
58. L’Enseignment Moderne Du Saxophone   Guy Lacour 
59.  John Coltrane Omnibook     Hal Leonard 
60.  Freedom Principle: Jazz After 1958    John Litweiler 
61. The Talent Code      Daniel Coyle 
62. Six Suites for Violincello – J.S. Bach   Trent Kynaston 
         (editor) 
63. Studies for Saxophone     Clement Salviani 
64.  The Art Spirit       Robert Henri 
65. But Beautiful       Geoff Dyer 
66.  The Inner Game of Music     Barry Green 
67. Free Play: Improvisation in Life and Art   Stephen    
         Nachmanovitch 
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Appendix D 
Participants Artifacts and Biographical Information48 
 
	  
																																																						
48	All participants’ biographical information were submitted by them and used with 
permission. Jay Daversa’s biographical information was written by me for use on his 
website and this research study.  
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Jay Daversa  
Biography 
Jay Daversa is one of the most recorded trumpet players in the history of the recording 
industry.  As a first call studio trumpet player in Los Angeles for several decades, Jay has 
spent most of his professional career with the red light on.  Jay’s masterful artistry can be 
heard on many television shows: The Love Boat, The Walton’s, Dallas, The Carol 
Burnett Show, and many more. 
 
His playing can also be heard on more movie soundtracks, television commercials, and 
jingles than can be listed.  Jay has toured and recorded with artist such as Smoky 
Robinson and the Miracles, Elvis Presley, Michael Jackson, Prince, Henry Mancini, 
Herbie Hancock, Frank Zappa, Billy Preston, Lionel Richie, Diana Ross, Chaka Khan, 
and Barbra Streisand just to name a few. 
 
Jay began playing his first professional gigs at the age of six with his father’s dance 
band.  Jay’s accomplishments as a young virtuoso landed him several television 
appearances including Tennessee Ernie Ford, Ray Bolger Show, The Dinah Shore Chevy 
Show, and Make Room for Daddy all before he was out of middle school. 
 
Prior to his career as a studio musician, Jay held the solo trumpet chair for the 6th Army 
Band at the Presidio of San Francisco.  After his time in the 6th Army Band, Jay spent 
several years touring with many artists including playing the jazz chair in the Stan 
Kenton Orchestra from 1966-68.  His exquisite ability to craft melodies along with his 
talents as a gifted improviser prompted Downbeat Magazine to name him as the “Most 
Promising New Jazz Artist” in 1968. 
 
Today, Jay maintains an active performing and recording schedule on trumpet and 
keyboards.  Mr. Daversa also spends much of his time working as a musical director and 
producer for artists of every genera across the country and around the world. 
 
Jay is also the father of world renown trumpeter, composer, educator, and three-time 
Grammy winner, John Daversa. 
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Ted Nash 
 
Biography 
Born in Los Angeles into a musical family (his father, Dick Nash, and uncle, the late Ted 
Nash, were both well-known jazz and studio musicians), Nash has that uncanny ability to 
mix freedom with substance, blues with intellect, and risk-taking with clarity. He is a co-
founder of the New York-based Jazz Composers Collective, a musician-run, non-profit 
innovative entity dedicated to presenting the original works of composers pushing the 
boundaries of their self-expression. Nash is also a long-standing member of the Jazz at 
Lincoln Center Orchestra, with Wynton Marsalis. 
Nash has become one of the most significant jazz composers of the 21st century. His 
recordings have received wide critical acclaim, appearing on the “best-of” lists in The 
New York Times, The New Yorker, The Village Voice, and The Boston Globe. Portrait 
in Seven Shades, his first big band recording, garnered two Grammy nominations. His 
following big band album, Chakra, received critical acclaim and charted on Billboard. 
Jazz Times Magazine on Chakra: 
“A lover of film and television scores as well as symphonic works and big-band jazz, 
Nash turns what could have been an esoteric, new-agey affair into music that swings and 
pops with tension and release as much as it beguiles.” 
Receiving two Grammy® Awards, Presidential Suite is Nash’s most significant work. 
Inspired by great political speeches of the 20th century dealing with the theme of 
freedom, it is rich with social and political awareness. It also involved a very creative 
approach; Nash transcribed the speeches for their actual musical pitches and created 
themes, placing them into contexts that embraced the speakers and the location and era of 
the speeches. For the recording, each track is introduced by an excerpt from the speech 
that inspired it, read by significant figures from the world of entertainment, politics and 
sports, including actors Glenn Close and Sam Waterston; Ambassador Andrew Young; 
Senator Joe Lieberman; authors Deepak Chopra and Douglas Brinkley; diplomats 
William van den Heuvel and David Miliband. 
“You’ve learned how to make your instrument beautifully sing.  You ‘slap’ the listener in 
the face with your daring and the unexpected (creating vital anticipation) at one moment, 
then later sooth it with even more precious, deeper feelings of the heart. Bravo!!!”- 
Benny Golson (T. Nash, personal communication, September 4, 2019).   
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Gary Smulyan  
	
Biography 
 
Baritone saxophonist Gary Smulyan was born April 4, 1956, in Bethpage, New York. 
The gifted multi-instrumentalist started his music career by first learning alto saxophone 
during his teenage years on Long Island. Today he is critically acclaimed across-the-
board and recognized as the major voice on the baritone saxophone. His playing is 
marked by an aggressive rhythmic sense, an intelligent and creative harmonic approach 
— and perhaps most importantly – a strong and incisive wit. 
 
While still in high school, he had the chance to sit in with major jazz artists such as 
legendary trumpeter Chet Baker, saxophonist Lee Konitz, trombonist Jimmy Knepper 
and violinist Ray Nance. 
 
After graduating high school, he attended SUNY-Potsdam and Hofstra University before 
he joined Woody Herman’s Young Thundering Herd in 1978. It was a remarkable 
collection of young musicians who ultimately would find themselves in the forefront of 
present-day jazz. Joining Smulyan in the band were saxophonist Joe Lovano, bassist 
Marc Johnson and drummer John Riley, who would eventually become a fixture in the 
Vanguard Jazz Orchestra. 
 
In 1980, unlike many of his colleagues and peers Smulyan didn’t have to go very far to 
move into New York City proper where he became part of the Mel Lewis Jazz Orchestra 
then under the direction of Bob Brookmeyer. Smulyan also found work with other 
important large ensembles including the Mingus Big Band and the Smithsonian Jazz 
Masterworks Orchestra. 
 
Gradually establishing himself the talented Smulyan was asked to share the stage and the 
recording studio with a stunning potpourri of luminaries including: trumpeters Freddie 
Hubbard and Dizzy Gillespie, saxophonist Stan Getz, pianist Chick Corea, timbales king 
Tito Puente, and R&B/Blues and soul icons Ray Charles, B.B. King and Diana Ross. 
 
Smulyan, in addition to performing and recording in support of a myriad of people began 
to accumulate a discography as a leader. At this point in his career he has at least 10 
recordings out under his own name. Meanwhile he continues to play with wide variety of 
artists – each presenting him with an opportunity to fully express himself. In addition to 
his work on Monday nights with the Vanguard Jazz Orchestra, Smulyan remains close 
with Lovano, working with him in his nine-piece Nonet; then there is the exhilarating and 
liberating Dave Holland Octet and the seminal bassist’s Big Band. Beyond that, Smulyan 
has also enjoyed stints in the cooperative Three Baritone Saxophone Band as well as 
working with powerhouse tenor saxophonist George Coleman in his octet and the Dizzy 
Gillespie All-Star Big Band that, similar to the Vanguard Jazz Orchestra, is comprised of 
some of the world’s best players. 
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No matter who he is performing with – or whether he is leading his own band at the time 
– Smulyan brings to the stage the spirit, style and savvy of a deep-toned master of bebop. 
“Gary Smulyan’s lineage comes more from musicians like Cecil Payne, Leo Parker, 
Pepper Adams, Serge Chaloff and Nick Brignola – the few baritonists that dared to 
master the tricky, chromatic music known as bebop,” wrote All About Jazz’s Francis Lo 
Kee in a review. “Indeed…Smulyan is fluent in the language.” He was heavily influenced 
by Adams who was known as “The Knife” for his hearty tone and the energy of his 
rhythmic playing style. Smulyan’s Homage, featuring Tommy Flanagan was recorded 
following Adams’ death, and every track on the recording, released in 1994, is written by 
Adams. Similarly, Smulyan organized the Three Baritone Saxophone Band, which places 
him in the company of two of his seniors – Ronnie Cuber and the late Nick Brignola. The 
group released Plays Mulligan in 1998, the date serving as a tribute to the late Gerry 
Mulligan, one of the foremost baritone saxophonists in jazz history and a mentor for 
many artists, including Smulyan. 
 
“Smulyan’s tone seems to get bigger and his ideas more expansive from album to 
album,” wrote long-time critic Doug Ramsey in Jazz Times magazine. In 1995, WBGO, 
the all-jazz, Newark, N.J.-based NPR station voted Smulyan’s Saxophone Mosaic as one 
of the best 25 CDs of 1995; two years later the Boston Globe selected the baritone 
saxophonist’s Gary Smulyan with Strings as one of the 10 best jazz CDs of 1997. Hidden 
Treasures, a piano-less trio date featuring Christian McBride was given four and a half 
stars in Down Beat magazine and voted as one of the best CD’s of the year. 
 
Always in search of new ideas, in 2008 Smulyan released High Noon – The Jazz Soul of 
Frankie Laine; it is a nine-piece band tribute to the prolific 1940s and 1950s pop singer 
Frankie Laine who died in 2007 at age 93. “This is the kind of album whose melodies 
linger after the session’s over,” wrote another long-time critic, Owen Cordle of Charlotte 
News and Observer. 
 
These days Smulyan, a Long-Island native, lives in Amherst, MA, with his wife, pianist 
and conductor Joan Cornachio. He is a faculty member of Amherst College and serves as 
the artistic director at the Berkshire Hills Music Academy in South Hadley, MA, a two 
year post-secondary music school for musicians ages 18 to 30 year old who have 
developmental disabilities. 
 
The baritone saxophonist is a four-time winner of the Down Beat Critic’s and Reader’s 
Poll’s and a multiple winner of numerous other official polls including the Jazz 
Journalists Award for Baritone Saxophonist of the Year. He is a six-time GRAMMY 
award winner for his work with B.B. King, Lovano, Holland and the Vanguard Jazz 
Orchestra (G. Smulyan, personal communication, September 1, 2019). 
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Gray Smulyan  
 
Selected List of Awards 
 
Selected List of Awards: 
 
• Winner of the 2019 Downbeat Critics poll for Baritone Saxophonist of the Year.	
 	
• Winner of the 2019 JJA Jazz Awards for Baritone Saxophonist of the Year. 
 
• Winner of the 2018 Jazz Times Readers and Expanded Critics Poll for Baritone 
Saxophone. 
 
• Winner of the 2018 Downbeat Reader’s Poll for Baritone Saxophonist of the Year. 
 
• Winner of the 2017 Jazz Times Expanded Critics Poll for Baritone Saxophone. 
 
• Winner of the 2016 Downbeat Critics poll for Baritone Saxophonist of the Year. 
 
• Winner of the 2016 Jazz Times Critics poll for Baritone Saxophonist of the Year. 
 
• Winner of the 2016 Jazz Times Readers poll for Baritone Saxophonist of the Year. 
 
• Winner of the 2016 Jazziz Magazine Award for Baritone Saxophonist of the Year. 
 
• Winner of the 2015 Downbeat Reader’s Poll for Baritone Saxophonist of the Year. 
 
• Winner of the 2015 Downbeat Critics poll for Baritone Saxophonist of the Year. 
 
• Winner of the 2014 Downbeat Reader’s Poll for Baritone Saxophonist of the Year. 
 
• Winner of the 2014 Jazz Times Expanded Critics Poll for Baritone Saxophone. 
 
• Winner of the 2009 and 2011 Downbeat Critics Poll for Baritone Saxophone. 
 
• Winner of the 2011 Jazz Times Readers and Critics Polls for Baritone Saxophonist of 
the Year. 
 
• Winner of the 2009 and 2010 Jazz Journalist Award for Baritone Saxophonist of the 
Year. 
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Dan Haerle 
 
Biography 
 
Dan Haerle is a composer, performer, educator and ambassador of jazz piano. He is a 
Regents Professor Emeritus of Jazz Studies at the University of North Texas, where he 
taught 35 years. Haerle is an active jazz clinician nationally and internationally and has 
written several instructional methods used by thousands of musicians worldwide. The 
Sammons Center for the Arts in Dallas, Texas, named him 2015 Jazz Artist of the Year. 
At the 2012 Jazz Education Network (JEN) conference in Louisville, he was recognized, 
along with Jamey Aebersold, David Baker and Jerry Coker, in the inaugural class of the 
LeJENds of Jazz Education Award. Haerle was elected a member of the International 
Association of Jazz Education (IAJE) Hall of Fame in 2003. In 2019, the Kawai piano 
company made him a Kawai artist. His participation in a variety of educational programs 
has benefited countless musicians of all experience levels. 
 
Haerle has performed with Clark Terry, Pat Metheny, David Liebman, Freddie Hubbard 
and numerous other modern jazz leaders. He has recorded multiple albums, featuring his 
own music as well as jazz standards, with his trio and quartet. Haerle continues to teach 
jazz piano and improvisation online and was the artistic director of the Dallas Jazz Piano 
Society for 10 years. He teaches in residencies at colleges and performs concerts with his 
trio and quartet across the country (D. Haerle, personal communication, September 2, 
2019).  
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Dan Haerle  
 
Selected Awards 
 
Awards 
 
Dan was inducted into the International Association of Jazz Education "Hall of Fame" at 
the annual conference in Toronto on January 9, 2003. The IAJE Hall of Fame Award 
honors individuals whose musical contributions and dedication to jazz education over the 
past 25 years have created new directions and curricular innovations for jazz education 
worldwide. 
 
In 2007, Dan completed his modified service at UNT and became a member of the 
adjunct teaching faculty. In the fall of 2007, he was named Professor Emeritus. 
In 2008, Dan joined the faculty of the Dallas School of Music where he taught for seven 
years. 
 
On January 6, 2012, the Jazz Education Network (JEN) awarded Dan (along with Jamey 
Aebersold, David Baker and Jerry Coker) the distinction of "LeJENd of Jazz Education" 
at its 3rd annual conference in Louisville, Kentucky. 
 
In April of 2014, Dan received the DJAM (Dallas Jazz Appreciation Month) award of 
Jazz Educator of the year. 
 
In October of 2015, Dan was awarded the 2015 Sammons Jazz Artist of the Year (D. 
Haerle, personal communication, September 2, 2019).  
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Dan Haerle  
 
Addition Information 
 
Some Highlights of Performing Experience 
 
Toured the U. S. and Canada with the Stan Kenton Band during Stan's illness, the 
summer of 1971. 
Toured the U. S. and Europe with the Clark Terry Quintet, the spring and summer of 
1975 
Did extensive recording and show work in Dallas, Miami Beach and New York, from 
1963 to 1975. 
Has performed with Chris Connor, Mel Torme, Al Jarreau, Pat Metheny, Dave Liebman, 
Woody Shaw, Kai Winding and Freddie Hubbard 
Has been active as clinician and guest artist at many colleges and universities from 1968 
to the present. 
Performed and taught in England, Scotland, Sweden, Australia, South Korea and 
Thailand from 1979 to the present. 
 
 
Some Highlights of Teaching at The University of North Texas 
 
The highlights of Mr. Haerle’s teaching career have definitely occurred at the University 
of North Texas.  After teaching at other universities for nine years, he came to UNT in 
1977.  In his tenure there, he was involved in the following activities: 
 
Small Jazz Groups:   
            
When hired, Mr. Haerle was charged with developing a jazz chamber music (small group 
oriented) facet of the Jazz Studies Program.  In 1977, he began with three small groups 
and now the program commonly has twenty or twenty-five groups each semester He 
established weekly meetings of all small group members which are called Jazz Forums. 
These were, at their inception, an innovative concept in higher education and are still 
unique among university jazz programs. 
 
Jazz Theory: 
 
Upon appointment, Mr. Haerle was given the task of developing a freshman course in 
jazz theory which would serve as a prerequisite for both jazz improvisation and jazz 
arranging courses.  After two years as an experimental course, Jazz Fundamentals (MUJS 
1360/1370) became required courses on the Jazz Studies degrees.  Once the syllabus was 
defined, he wrote a text book especially for the course which is published as "The Jazz 
Language".  This book is used by many high school and college jazz programs 
throughout the world.  Over the course of five years, he developed an ear-training facet of 
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the two courses involving study tapes and dictation quizzes.  This led to the creation of 
MUJS 1361, Jazz Aural Fundamentals which was offered for the first time in Fall, 1994. 
 
 
Undergraduate Jazz Improvisation: 
 
In 1978, Mr. Haerle saw that it was important that the four semesters of undergraduate 
improvisation be organized in a manner which would move students through a series of 
musical problems and would result in the development of solid skills.  In addition, it 
became obvious that the use of musical materials for the courses must conform to 
copyright laws and not be guilty of infringements.  Therefore, he encouraged the 
collaboration of two colleagues, Rich Matteson and Jack Petersen, in designing syllabi 
and the creation of a text, "Jazz Tunes for Improvisation" which would serve all four 
semesters of the course.  This text has become widely used in other universities as a 
course of instruction. 
 
Keyboard Ensembles: 
 
In 1980, Mr. Haerle pioneered the concept of electronic keyboard ensembles in 
universities with the formation of The Zebras.  This ensemble was created to offer 
opportunities to keyboard students which were not available in lab bands or small jazz 
groups.  The members were challenged to learn to use synthesizers to reproduce 
orchestrations typically heard on many current recordings, to read intricate arrangements 
such as they might encounter in professional studio and show work and to learn other 
idioms of music not usually performed by lab bands.  The excellence of The Zebras was 
indicated by invitations to perform at two national jazz conferences. 
 
Jazz Piano: 
 
Mr. Haerle developed a functional jazz piano course relevant to the idiom for all jazz 
students.  After several years of development, the faculty agreed that Jazz Keyboard 
Fundamentals (MUJS 1371) should be included in the Jazz Studies degrees and it is now 
a required course for all majors.  He developed the syllabus for the course, which is skill-
oriented.  Using a music notation program on the Macintosh computer, he created a text 
book for the course, “Jazz Piano Voicing Skills,” which is published and in use at many 
other universities. 
 
Graduate Jazz Improvisation: 
 
As a result of the departure of a colleague, he assumed responsibility for the teaching of 
the graduate improvisation course.  In his opinion, graduate improvisation had not yet 
been developed into a course of substance which truly offered a further challenge to 
North Texas graduates.  In teaching this course, he developed a syllabus which covers 
material that is appropriate for a graduate level course in the Jazz Studies Division.  In 
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1988, he created a text, “The Jazz Sound,” specifically for this course since there were 
currently none which covered the concepts that he taught. 
 
 
MIDI Technology: 
 
 In the fall of 1986, Mr. Haerle established a Jazz MIDI Performance Lab.  MIDI, which 
stands for Musical Instrument Digital Interface, was an important new development for 
musicians with many possible applications for teachers, writers and performers.  The two 
MIDI lab courses offered valuable experience in recording and printing music which 
students could apply throughout the remainder of their college careers and as professional 
musicians.  He developed a set of tutorial materials for the class to acquaint them with the 
operation of both the hardware and software in use in the lab. 
 
Jazz Studies Web Site: 
 
In the spring of 1998, in conjunction with the 50th anniversary of the Jazz Studies degree 
program, Mr. Haerle developed an extensive web site for the Jazz Studies division of the 
College of Music.  Over a period of about three months, some 100-plus HTML pages 
were created which gave information about faculty, degree programs, musical ensembles, 
syllabi for courses, alumni news, audition information, recordings and facilities.  There 
were color pictures of faculty and performing groups displayed and a plan to include 
video clips and sound bites. 
 
On-Line Jazz Course: 
 
Because so many students were coming to North Texas better prepared and often tested 
out of the first semester of Jazz Fundamentals, in 2000 as a sabbatical project, Dan 
created an on-line version of the course. This allowed for students to progress at their 
own speed and, if desired, they could finish the course in a few weeks. This was the first 
on-line course in the College of Music. 
 
Some Highlights of Teaching Experience in General: 
 
2014-15 University of North Texas Denton, Texas - Adjunct faculty. Taught private jazz 
piano lessons during search for new full-time faculty member. 
 
2002-2011 University of North Texas Denton, Texas - Adjunct faculty. Taught private 
jazz piano lessons. Appointed Professor Emeritus in 2007. 
 
1977-2002. University of North Texas Denton, Texas - Professor of Music. Appointed 
Regents Professor in 1992. taught jazz theory, jazz piano, jazz improvisation, jazz MIDI 
and was the supervisor of jazz chamber music (small groups). Retired from full-time 
teaching. 
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1975-1977 Arizona State University Tempe, Arizona - Associate Professor of 
Music. Co-director of Jazz Studies degree program. Taught jazz piano, jazz 
improvisation, jazz history, jazz styles and directed jazz ensembles. 
 
1971-1973 University of Miami Coral Gables, Florida - Assistant Professor of 
Music. Taught classical theory, jazz piano, jazz improvisation, jazz history, jazz 
arranging and directed jazz ensembles. 
 
1968-1971 Monterey Peninsula College Monterey, California - Instructor of 
Music. Taught class piano, music theory, jazz history, jazz improvisation, and directed 
jazz ensembles. 
 
1966-1968 Kansas State University Manhattan, Kansas - Assistant Professor of 
Music. Taught freshman and sophomore theory. 
 
1961-1963 Tri-County Community Schools What Cheer, Iowa Instrumental music 
director for elementary, junior high and high school. 
 
Summer Jazz Workshops: 
 
• Janice Borla Vocal Jazz Camp, pianist in artist rhythm section in residence 
• Rich Matteson Jazz Camp in Telluride, Colorado 
• Clark Terry Great Plains Jazz Camp in Emporia, Kansas 
• Jamey Aebersold Clinics in Australia, Germany, Scotland, England and the United 
States 
• Stan Kenton Jazz Camps (no longer in operation) 
• National Stage Band Camps (no longer in operation) 
• University of North Texas Jazz Camp in Torsas, Sweden 
 
Education: 
 
Bachelor of Music in Music Education from Coe College (1961) Master of Music in 
Composition from North Texas State University (1966) 
 
Early Education: 
 
Born in Quincy, Illinois in 1937. Attended Madison elementary school and Quincy Junior 
High and High School. In 1953, moved to New York where he attended Flushing High 
School (junior year) and graduated from Hicksville High School in 1955. In 1957, he 
moved to Cedar Rapids, Iowa where he attended Coe College and graduated in 1961 (D. 
Haerle, personal communication, September 2, 2019).   
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Tom Walsh 
 
Biography 
 
Saxophonist Tom Walsh is Professor of Saxophone and Chair of the Jazz Studies 
Department at Indiana University’s Jacobs School of Music. An active performer of jazz 
and classical music, he has presented concerts and workshops in South Africa, China, 
Brazil, Japan, Germany, Austria, Italy, Croatia, Slovenia, Azerbaijan, Costa Rica, and 
across the United States. Recent recordings he is featured on include Basically Baker, 
Volume 2 with the Buselli-Wallarab Jazz Orchestra (Patois Record), Mike Hackett’s CD 
New Point of View (Summit Records) and two CDs released on the IUMusic label: 
Holiday Celebration and Sylvia McNair’s Romance. Premiere performances include 
Scott Jones’s concert band arrangement of Russell Peck’s The Upward Stream, Chris 
Rutkowski’s Concerto for Alto Saxophone and Wind Ensemble, and David Baker’s 
Concerto for Alto Saxophone and Orchestra. His latest solo CD release is Intersections 
(Arizona University Recordings) featuring Luke Gillespie on piano. Earlier solo CDs 
include New Life (RIAX) and Shaking the Pumpkin (RIAX). Other CD releases include 
the David Baker Concerto with the Czech National Symphony Orchestra (Paul Freeman 
Introduces David Baker, Volume XII--Albany Recordings), Basically Baker with the 
Buselli/Wallarab Jazz Orchestra (Patois Records), and Sky Scrapings: Saxophone Music 
of Don Freund (AUR Recordings). In 2019, his beginning improvisation book, Jazz 
Master Teaches You to Improvise was published by Shanghai Music Publishing House.  
 
Walsh has performed and presented at conferences of the International Association for 
Jazz Education, the Jazz Education Network, the North American Saxophone Alliance, 
and the World Saxophone Congress. He is a Yamaha Performing Artist and a Vandoren 
Artist. Dr. Walsh has taught at the Jamey Aebersold Summer Jazz Workshops since 
1991. He co-leads the Indiana University Summer Saxophone Academy with Dr. Otis 
Murphy and is also co-director of the College Audition Preparation Workshop. 
 
Dr. Walsh holds degrees in Saxophone Performance and Jazz Studies from Indiana 
University, where his principal teachers were distinguished classical saxophonist Eugene 
Rousseau and renowned jazz educator David Baker. Other influential teachers in his 
development were Mike Tracy, Pat LaBarbera, Jerry Coker, and David Liebman (T. 
Walsh, personal communication, September 1, 2019).  
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Tom Walsh 
 
 Jamey Aebersold Camp Transparency Examples 
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Brad Leali 
 
Biography 
 
With a unique style and sound, which echoes the influences of his past, Brad Leali is one 
of the most notable saxophonists of current times. A native of Denver, Colorado, Brad 
was raised in the Baptist Church. In addition to gospel music, he spent countless hours 
listening to the music his parents played (Coltrane, Cannonball, Bird, James Brown, 
Marvin Gaye, and Nancy Wilson). It’s no wonder that at a very young age, he was able to 
combine gospel, jazz, and R&B into his playing. 
 
As a child, Brad recalls spending time looking through old year book photos of his father 
in the high school jazz band, looking sharp and clean. He was so enamored by these 
images that he found himself opening the case, time and time again, to see the beautiful 
horn from the photos. He finally told his father that he just had to play. That very day, his 
father had the horn repaired and signed Brad up for the Denver Junior Police Concert 
Band. That began his long love affair with the saxophone. 
 
While studying the saxophone, Brad spent his youthful years listening to live jazz at 
many Denver music venues. One in particular was named “El Chapultapec,” owned by 
Jerry Krantz. Krantz loved jazz and would allow young musicians, such as Brad, to listen, 
learn, and sit in. It was here that Brad first heard many of his early mentors and local 
legends (Billy Tolles, Billy Wallace, Homer Brown, Nat Yarborough, etc.) He also got to 
hear and study with other jazz greats, such as trumpeter Clark Terry and saxophonists 
Eddie “Cleanhead” Vincent. 
 
Leali received a Bachelor of Arts degree in music education from North Texas University 
in 1989, where he played with the world-renowned One O’clock Lab Band. Upon 
graduating, the Harry Connick, Jr. Orchestra immediately recruited him. In his tenure 
with the orchestra (1989-1994), Brad was the lead alto saxophonist and the musical 
director. During this time, they toured the world and the orchestra recorded two highly 
acclaimed CDs (e.g., Christmas CD & Redlight, Blue light)  
 
By invitation of Frank Foster, Brad then joined the Count Basie Orchestra in 1995. (later 
under Grover Mitchell 2003). During his years with the group, the Basie band was a two-
time Grammy award- winning orchestra. It was one of the greatest musical learning 
experiences he’d ever had. Working with older musicians only deepened his appreciation 
of the importance of this music. Spending time one-on-one with the likes of Joe Williams 
was unforgettable in these formative years. 
 
During his time as one of the top jazz musicians in New York City, Leali was a staple in 
legendary jazz venues like the Village Vanguard, Blue Note, Jazz Standard, Iridium, and 
Birdland. He has also performed in Lincoln Center in the orchestras of jazz legends 
Nancy Wilson and Benny Golson. 
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Brad’s desire to pay it forward and help keep jazz alive led to him earning a Master’s 
degree from Rutgers University in 2005. He was quickly appointed as Director of Jazz 
Studies at Texas Tech University. While there, several scholarships were established in 
his name, including the “Brad Leali Endowed Jazz Scholarship”. In 2008, Brad joined the 
esteemed University of North Texas (UNT) faculty as Professor of Jazz Saxophone, 
where he directs small group ensembles, jazz performance fundamentals, and jazz 
saxophone. As the recipient of the UNT “Creative Impact Award” in 2014, Brad was 
recognized as a distinguished faculty member for his outstanding contributions as an 
educator who perpetuates the value of creative development and performance.  
 
Brad Leali has also had a prolific recording career. His first solo recording was Priority 
Soul! in 1998 on the New Jazz Renaissance Recordings label. In 1999, the Count Basie 
Orchestra won a Grammy award for Count Plays Duke with Leali receiving his own 
nomination for his solo work on the classic Billy Strayhorn composition, “The Star-
Crossed Lovers.” His discography also includes Live in Europe (Brad Leali Quartet, 
2004); Brooklyn Soul Organization (also produced by Leali, 2004); the critically 
acclaimed Maria Juanez (2006), which features his own compositions and eighteen-piece 
jazz orchestra; and DA’s Time (Brad Leali-Claus Raible Quartet, 2008) on the TCB 
label. Leali’s numerous television appearances include local news programs, the Today 
show, Jay Leno, Arsenio Hall, BET, and the Harry Connick, Jr., Christmas Special. He 
performed annually for many years as part of the Kennedy Center Honors program. Leali 
also performed at President Obama’s inaugural celebration “We Are One.”  
 
While Brad continues teaching at UNT, he frequently performs, tours, and records. He 
also enjoys working as a guest artist, clinician, and adjudicator at other educational 
institutions. Brad has had a long-time endorsement with Keilwerth Saxophones and 
D’Addario Reeds. He currently tours with Lyle Lovett & His Large Band (2013-present)	
(B. Leali, personal communication, September 2, 2019).  
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Brad Leali  
 
Diatonic 7th Exercise 
 
The following exercise should be done full range of the instrument, in all 12 major, 
harmonic, and melodic minor keys from memory. Additionally, these should be done in 
all major keys moving the chords roots down a perfect fifth (IV-viiÆ-iii-vi-ii-V7-I). 
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G7 œ œ œ œAmin
7
œ œ œ œB–
& œ œ œ œ
Cmaj7
œ œ œ œ
Dmin7 œ œ œ œ
Emin7
œ œ œ œ
Fmaj7
& œ œ œ œ
G7
œ œ œ œ
Amin7 œ œ œ œ
B–
Diatonic 7th Exercise
Step 1 Ascending
Step 2 Descending
Step 3 Ascending Broken
Step 4 Descending Broken
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